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As my lengthy title indicates, this thesis deals 
with theoretical and methodological issues in the 
development of East-West comparative literature 
studies. Three key terms need to be clarified at the 
very beginning: what do 工 mean by East-West compara-
tive literature studies as well as the theoretical and 
methodological issues related to such studies? 
Strictly speaking, it is generally agreed that com-
parative literature as an academic discipline has 
emphasized literatures of the Western world. However, 
the situation has changed considerably since the early 
1970s, when scholars in Taiwan began to introduce 
comparative literature approaches to the study of 
Chinese literature. These scholars usually call their 
new approach East-West comparative literature studies. 
Logically speaking, East-West comparative litera-
ture studies should at least include the following 
subdivisions: Chinese-Western, Japanese-Western, 
Korean-Western, Indian-Western, Arabian-Western, etc. 
However, most of the publications, conference topics 
and university courses under the slogan of "East-West 
comparative literature studies", from the early 1970s 
to the early 1990s, are actually nothing more than 
"Chinese-Western (mostly English) comparative litera-
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ture studies". Needless to say, to substitute "East" 
for "China" is quite inaccurate, but it has become a 
historical fact in Taiwan, Hong Kong and Mainland 
China since the early 1970s. Consequently, throughout 
the thesis, we usually use “Chinese-Western compara-
tive literature studies" instead of "East-West com-
parative literature studies". Nevertheless, we also 
occasionally use "East-West comparative literature 
studies" when necessary; for instance, in the chapter 
titles, we use "East-West" in order to highlight the 
academic nomenclature commonly used in Taiwan, Hong 
Kong and Mainland China since the early 1970s. 
As for the expression, theoretical issues, we 
simply mean those issues which look at literature from 
a philosophical-hermeneutical point of view (工 will 
elaborate on what I mean by "philosophical-
hermeneutical" later in the thesis)• Finally, by 
methodological issues, we mean those which have had a 
difficult time in justifying themselves according to 
established research methods. For instance, due to 
different philosophical-hermeneutical backgrounds, 
Western methods for comparative literature often 
cannot fit the Eastern--or more precisely Chinese--
texts and, thus, troublesome methodological problems 
appear. 
Since these problems are very complicated and 
confusing, Chinese-Western comparatists have struggled 
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factory solution to date. This thesis does not take 
as its goal to resolve the above-mentioned problems, 
but only tries to clarify the various positions 
comparatists from Taiwan, Hong Kong and Mainland China 
have taken in the development of Chinese-Western 
comparative literature studies, and then tries to 
provide the reader with a clearer picture about these 
problems for further discussion and research. 
There are four major academic journals in the 
East-West comparative literature studies field which 
are frequently referred to in this thesis.工 use the 
following abbreviations for the first three: 
1 . T K R for Tamkang Review 二I工妄？运忿• 
2. CLC for Comparative Literature in China 
i 找 么 终 • 
3 • CWLM for Chuna-vai Literary Monthly 令‘务 
w . 
4. Cowrie 久 P� • 
Both the TKR and the CWLM are published in Taiwan; the 
former in English and the latter in Chinese. CLC is 
published in Mainland China in Chinese；another major 
journal published in Mainland China in English is 
Cowrie. 
Among these four major journals, I choose the TKR 
as my focus, for its twenty years of publication 
reflects many--if not all--important problems concern-
ing our theoretical and methodological debate, espe-
cially, the "application" (I will elaborate on what I 
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mean by the "application" later in the thesis) • In 
order to keep this focus in line with an overall 
background of Chinese-Western comparative literature 
studies, which includes the Taiwan, Hong Kong and 
Mainland China groups and has lasted for twenty years, 
I occasionally use reference sources from other 
publications for the sake of clarifying the TTO's 
position--its merits as well as shortcomings--in the 
development of our academic field. 
All English translations for Chinese expressions 
or quotations in the thesis are mine, unless other-
wise noted. Furthermore, the following guidelines 
have been observed in the thesis: Chinese characters 
are supplied whenever useful and are romanized accord-
ing to the Wade-Giles system, except for certain names 
which use the Pinvin system for a special reason. 
Paraphrases and summaries of TKR policies, are 
indented in a double-space format; exact quotations 
are indented in single-space format. My bibliography 
is divided into two parts: "Works Cited" refers to 
those texts I actually quote or paraphrase in my 
thesis; the "Works Consulted" portion contains many 
useful references which the reader may care to consult 
in further pursuing many of the topics brought up in 
this thesis. 
I wo'uld like to express my gratitude, first of 
all, to Dr. John J. Deeney 专 三，my thesis super-
visor, not only for his patient instructions and 
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valuable suggestions at various stages of my thesis 
writing, but also for his continuous encouragement and 
kindness. This support has enabled me to take up such 
a challenging issue--theoretical and methodological 
problems presented by the TKR--as my thesis topic and 
to keep my research going from the beginning to the 
end. 
； 工 also wish to thank Dr. Luk Yun-tong 摊 m 者 
and Dr. Wang Kin-yuen ^  , for they inspired me to 
touch upon some of the key issues discussed in the 
thesis. A special note of thanks is also tendered to 
Dr. Chou Ying-hsiung [？]襄幻i, Chairman of the English 
Department, for his strict academic training in class 
and constant help in everyday life. It is no exagger-
ation to say that the strictness of all my teachers, 
tempered with much kindness, have made my two-year 
stay at The Chinese University of Hong Kong both 
fruitful and memorable. 
Thanks are also due to the Lingnan Foundation and 
the United Board for Christian Higher Education in 
Asia for their share in the generous grant support 
which helped me to complete my M.Phil, degree in 
comparative literature at The Chinese University. 
Finally, I record my profound gratitude to my 
wife and family and dedicate this thesis to them. 
Without their constant moral and spiritual support / 
from Shanghai, I would never have been able to com-
plete my graduate studies in Hong Kong. 
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FOREWORD 
While the scope of this thesis covers some of the 
major theoretical and methodological issues in the 
development of Chinese-Western comparative literature 
studies, its focus is on the Tamkana Review (TKR) 
工 I f 滿，which began publication in 1970 and is the 
earliest journal in English devoted to our academic 
fieldJ Although some scholars take outstanding 
individuals such as Wang Kuo-wei @ 辦 and Lu Hsun 
&dis pioneers of Chinese-Western comparative litera-
ture studies, it is generally agreed that, as a new 
academic phenomenon, such studies begins in the early 
1970s when Taiwan scholars systematically published 
journals, hosted conferences and opened university 
courses on the subject. 
From the mid 1970s and the early 1980s onward, 
Chinese-Western comparative literature studies also 
flourished in Hong Kong and Mainland China respective-
ly. Generally speaking. Hong Kong comparatists are 
quite close to Taiwan comparatists in their research 
methodology, while Mainland China comparatists form a 
new group in our field with its own special character-
istics. In this thesis, although my focus is always 
on the publications of the TKR. I will often have 
occasion to refer to the achievements made by Mainland 
« 
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China comparatists for the purpose of further compari-
son and contrast. 
We take comparative literature as an academic 
discipline not only because it is more an institu-
tional operation rather than an individual research 
endeavour, but also because it has a specific scope, 
function and methodology which distinguishes it from 
other academic disciplines. On the other hand, we 
take Chinese-Western comparative literature studies as 
an academic phenomenon, because it still lacks a 
clearly-defined scope, function and methodology. Most 
would agree that such studies has already become an 
institutional operation, at least in Taiwan, Hong Kong 
and Mainland China, during the past twenty years. 
But, it is also commonly recognized that, during the 
past twenty years, scholars of Chinese-Western com-
parative literature studies have been trying very hard , 
to justify its theoretical and methodological validity 
as a new and important component in the world-wide 
comparative literature field.^ Unfortunately, although 
many valuable achievements have been made during that 
period by both Chinese and foreign scholars, Chi-
nese-Western comparative literature studies has not 
yet established generally accepted criteria 'for its 
theory and methodology which an academic discipline 
should contain. 
秦 
To date, it is relatively easy to trace Chi-




historical phenomenon, which can be distinguished by 
obvious exterior features such as its origin and 
development in numerous publications, research groups 
and specific topics, etc. But, it still lacks the 
comprehensive demands of an academic discipline, which 
must be self-justified by an interior, unified ration-
ale characterized by specific theoretical and methodo-
logical criteria, clearly indicating the discipline's 
t 
scope and function. Although it seems very difficult 
to make a clear distinction between an academic disci-
pline and various academic phenomena, the division 
between external and internal gives us a certain 
justification. Generally speaking, while the former 
notion of external could include all those features 
appearing in our academic world such as programs or 
departments, conferences, publications, etc., the 
object of the latter would be to articulate a system-
atic research theory and methodology, something, 
perhaps, approaching a formula. Furthermore, its 
internal academic credibility requires that it be 
recognized by the intellectual world as a branch of 
learning with a solid historically established founda-
tion. 
The TKR has a history almost as long as Chi-
nese-Western comparative literature studies itself, 
inasmuch as it has faithfully recorded the main events 
in the field's rapid development, at least outside of 




during the past two decades of unbroken publication, 
is the fact that it is a reflection of most of the 
major theoretical and methodological issues in this 
field. Thus, this thesis is not only a historical 
review of this academic journal but also一-and more 
importantly--an exploration of these complicated and, 
more frequently, troublesome critical issues. 
In order to fulfil both aspects of such a diffi-
cult task, my strategy is to clear the ground in the 
Foreword with a general historical survey of the TKR, 
and how 工 will proceed in the rest of my thesis. Once 
this has been done, I will then map out the various 
editorial directions it has taken in the context of 
the spirit of East-West comparative literature studies 
(Chapter One)； next, I will choose three major issues 
for further discussion along genre lines (Chapters 
Two, Three and Four)； and, finally,工 will draw some 
critical conclusions and discuss prospects for the 
1990s (Afterword)• 
My survey part can be divided into the following 
subdivisions: 
I. Goals and Emphases of the Journal 
II, Major Topics Discussed in the Journal 
III. Conclusions Resulting from the Survey 
• 
I. Goals and Emphases of the Journal 
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Twenty years have passed since the idea of 
Chinese-Western comparative literature studies devel-
oped in Taiwan and moved closer toward its status as 
a full-fledged academic discipline. Much of this 
process has reflected itself in the shifting goals of 
the TKR. whether they be conscious and explicit or 
not. 
From 1970 to 1977, the subtitle of the TKR was: 
"a journal mainly devoted to comparative studies 
between Chinese and foreign literatures". In its very 
first issue (April 1970), the editor, Yen Yuan-shu,5昏 
力取，claimed that the journal wanted to make its 
weight felt in the area of East-West comparative 
literature studies, the heavier the better. As the 
first journal published in English (but edited by 
Chinese), in dealing with academic issues on East-West 
topics, the TI^ regarded part of its duty as speaking , 
in defence of genuine Chinese literary truths when the 
occasion arose. This was necessary since so "many a 
Chinese literary work has been deplorably misunder-
stood and distorted by foreign literary consciousness" 
(Yen, "Editor's Notes" 2). This statement also 
reveals the journal•s main academic objects during 
this first stage. To sum up, there are three main 
points which the TKR intends to foster in this 
earliest goal statement: 




B. Defence of genuine Chinese literary truths 
because of the misunderstanding by foreign 
literary consciousness. 
C. Make its weight felt in the area of East-
West comparative literature studies 
To further fulfil these goals, the new 1976 editor of 
the TKR. Hwang Mei-shu"^-^/^ , announced that they 
would welcome academic research papers on the follow-
ing topics: 
The Tamkang Review is devoted to comparative 
studies of Chinese literature in relation to 
other classical and modern literatures of East 
Asia and of the West, and is particularly inter-
ested in studies of the following three kinds: 
1. East Asian comparative literature 
parallels, influence and reception 
studies, and theoretical studies. 
2. East-West comparative literature--par-
allels, influence and reception 
studies, and theoretical studies. 
3. Studies of classical East Asian litera-
ture from a modern critical point of 
view or employing modern scholarly 
methodology, which place a subject 
within the context of world literature. 
("Tamkang Review “ TKR 7.2 [October 
1976] inside backcover) 
These three categories continue to cover almost all 
major topics discussed in the TKR. In fact, with the 
information provided above, we can detect that one of 
the special emphases the TKR concerned itself with has 
continued to be the "application" of Western literary 
theories and methods in the study of Chinese litera-
ture. In order to maintain better communication with 
the Western world and then to make the journal's 
� 6 
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weight felt in our academic field, it is understand-
able for the editors to place their emphasis on the 
"application". But it seems difficult for one to 
determine whether this emphasis can fulfil the jour-
nal ‘s second goal requirement or not, which is to 
defend genuine Chinese literary truths. However, as 
early as 1973, the first editor, Yen Yuan-shu, had 
already offered a good three-point explanation: 
A. Most people seem to be aware of the useful-
ness of applying Western methodology in the 
study of Chinese or Oriental literature, but 
has it also occurred to them that the very 
different Chinese view of and approach to 
literature may open up completely new vistas 
in the study of Western literature? 
B. Comparative literary studies ultimately lead 
to comparative culture studies； a concentra- , 
tion on literary theory and criticism may 
serve as a ready springboard from the one to 
the other. 
C. Furthermore, literary theory and criticism 
lie at the very root of literature; so let 
us do some fundamental comparative thinking 
and talking/ 
These statements help to explain why the TKR has 
laid special emphasis on the "application" of Western 
literary theories and methods to the study of Chinese 
literature; and also, why it has emphasized the 
7 • » -I 
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fundamental theory of Chinese-Western comparative 
literature studies. Western literary theories might 
become a bridge to convey academic ideas from the 
literary plane to the cultural plane; and, in a sense, 
as an academic discipline, comparative literature is 
inseparable from literary theory. 
The most interesting idea in Yen's explanation is 
that the very different Chinese view of and approach 
to literature also may open up a completely new field 
and a prosperous future for Chinese-Western compara-
tists, even though, up to now, our academic world has 
not done enough to establish this approach. It seems 
to be quite logical that if the "application" of 
Western literary theories to Chinese literature does 
not necessarily distort the nature of Chinese texts, 
neither would the reverse action of applying Chinese 
theory to Western literature. , 
11. Major Topics Discussed in the Journal 
There is a subtle, sometimes unspoken, but 
strong relationship between the topics an academic 
journal chooses to advertise and the goals or emphases 
it has settled upon. In the above section, we have 
touched upon this relationship, based on an analysis 
of the editors• announcements. In this section, a 
more substantial endeavour will be made by listing all 
the major topics actually discussed in the journal 
» 
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during the past twenty years. 
Taiwan's Tamkang University has already hosted 
five quadrennial international conferences on compara-
tive literature, the first of which was held in 1971 
and the sixth scheduled for 1991• The proceedings 
have been duly published in the TKR. Just before the 
first conference in 1971, Yen Yuan-shu announced: 
By dint of this conference and more of its sort 
to come, together with other activities of a 
similar nature, we hope that literary relations 
of China with other countries as well as related 
areas of interest can be persistently and contin-
ually explored and examined. (Yen "Conference on 
Comparative Literature" ii) 
The impact of these conferences should be noticed when 
doing research on the TKR. After having examined all 
the topics of the five conferences, I have found that 
the conferences ‘ emphases may give us some clues to 
study the topic developments, or rather those things 
which have persisted as well as those that have 
changed, as the TKR evolved through various editorial 
visions, re-visions and academic emphases. 
A list of topics discussed in these conferences 
are found below: 
A. Topics discussed in the first conference 
(1971). 
1. Literary relations between China and 
the West. 
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other Asian and Pacific countries. 
3. Application of Western literary the-
ories and methods in the study of Chi-
nese literature. 
4. Problems in analogical studies. 
5. Problems in literary criticism and 
literary theory. 
6. Problems in translation.^ 
B. Topics of the second conference: literary 
theory and criticism: East and West (1975) 
C. Topics discussed in the third conference 
(1979) • 
1. Literature and social milieu. 
2. Chinese images in Western literature. 
3. Inter-Asian comparative literature 
studies 
D. Topics discussed in the fourth conference , 
(1983). 
1. Thematology East and West. 
2. Comparative poetics: structuralism, 
semiotics, phenomenology, hermeneutics, 
reader response criticism, and post-
structuralism. 
3. Genology. 
4. Inter-Asian comparative literary 
‘ studies. 
5. Translation. 
a. Problems in translating Chinese 
10 
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critical texts. 
b. Reappraisals of English transla-
tions of Chinese literary works 
since the 1950s. 
6. Workshop on Chinese literature.® 
E. Main theme of the fifth conference: modern-
ism and its impact on Chinese-Western com-
parative literature (1987)• 
1. The place of laodernisiti in Chinese-West-
ern comparative Literature. 
2. Inter-Asian comparative studies. 
3. Confucianism and Taoism in world lit-
erature • 
4. Translation. 
5. Chinese literature. 
a. Modern approaches to classical 
Chinese literature. 
b. Humanity vs. science in modern 
Chinese literature.' 
From the list, we can find which topics have 
persisted and continued to be explored and examined by 
the organizers of the conferences as well as the 
editors of the TKR. In fact, there are at least five 
main topics which have appeared in the pages of the 
TKR over and over again: 
A. 'Literary relations between China and the 





B. Inter-Asian comparative studies (four 
times)• 
C. East-West comparative literary theories 
(three times)• 
D. Translation (three times)• 
E. Application of Western literary theories and 
methods in the study of Chinese literature, 
which at least include the following seven 






6. Post-structuralist； and 
7. Reader response criticism. 
According to these statistics, the most popular 
topics in these conferences are, in order of fre-
quency: application of Western literary theories； 
literary relations between China and the West, inter-
Asian comparative studies； East-West comparative 
literary theories, translation, and others. The major 
topics talked about in these conferences are similar 
to the major topics discussed in the journal itself, 
although the TKR's Subject Index categorization looks 
quite different from its conference topic 
參 
categorization. All the Subject Indexes use the same 








3 • Drama• 
B. Special categories for comparative litera-
ture field. 
1. Comparative literature approaches. 
2. Influence studies• 
3. Cross-cultural relations. 
4. Literary criticism. 
5. Translation studies. 
6. Topic studies. 
C. Others. 
1. Occasional papers. 
2. Book reviews 
Although the TKR's Subject Index categorization is , 
different from that of the conference • s, it is obvious 
that these international conferences have had a great 
impact on the topic choices of the TKR. In other 
words, conference topics seem to have forced the 
editors to re-define their goals and objects, and to 
adjust their emphases as well as interests. Because 
of this, I prefer the conference topic categorization 
to the Subject Index categorization in my discussion--
it is more convenient to demonstrate the theoretical 
and methodological emphases of the journal. 
Incidentally, five conference proceedings published in 
� . . 13 
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the TKR constitute nearly twenty-five percent of the 
total number of articles published up to the summer 
issue, 1988 (19.4). 
工II. Conclusions Resulting from the Survey 
After exploring the TKR's editorial emphases in 
a rough way, mainly according to the editors» an-
nouncements and a list of topics discussed in the 
journal, we find that there is a certain amount of 
consistency in the editors‘ minds, whether it be 
conscious or sub-conscious. Among these ideas, 
generally speaking, both Chinese-Western literary 
relations and inter-Asian comparative studies resemble 
traditional influence studies, and have caused little 
theoretical confusion. On the other hand, "transla-
tion" has not yet been taken up as a major issue by 
Chinese-Western comparatists, even though it enjoys an 
increasingly important position in the comparative 
literature field throughout the world. 
Up to now, the most controversial and complicated 
topic covered in the TKR has been the "application" 
problem, which seems to have attracted Chinese-Western 
comparatists as well as scholars of Chinese litera-
ture. How can we apply modern Western literary 
theories to study Chinese literature, especially 
traditional works? Modern Western literary theories 
and traditional Chinese literature exist in different 
. 14 
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space and time frames. The huge differences between 
them have caused many crucial and complicated issues 
in the development of Chinese-Western comparative 
literature studies. Although the "application" 
approach may give us many new interpretations and 
evaluations about traditional Chinese literature, the 
problem remains: some fundamental theoretical and 
methodological concepts must be defined before any 
valuable contributions can be made. The remaining 
chapters of this thesis will elaborate on the results 
of my investigation about this "application" problem. 
During its twenty years of continuous endeavour, 
the TKR has had many successes as well as failures in 
this new experimental field about the "application" 
problem. In fact, a large number of hidden meanings 
in traditional Chinese literary texts have been 
explored and revealed through such kind of "applica- / 
tion". At the same time, however, one might be misled 
by foreign theories, or mind-sets, and, thus, misin-
terpret the essence of Chinese literature in a totally 
wrong way. To achieve some kind of balance between 
these two possibilities is quite difficult. But such 
an endeavour is worth pursuing and reflects the 
difficult ideal which Chinese-Western comparatists 
should set up for themselves in order to attain some 
kind of "common", "synthetic" or "composite" poetics•” 
To include in this thesis all of the TKR emphases 





my focus down to the "application" problem as the core 
of my research. I hope this research focus can reveal 
most of the crucial issues our academic world con-
fronts ,for this particular focus goes to the heart of 
Chinese-Western theoretical and methodological prob-
lems and has important implications for all other 
comparative literature considerations. 
Because of historical reasons, Chinese-Western 
comparatists can be divided into three main geographi-
cal groups. They manifest a fairly consistent policy 
according to their different attitudes toward the 
field, in general, as well as the "application" 
problem in particular. These groups are: Mainland 
China group, Hong Kong group and Taiwan group. Since 
these three groups have collaborated in many ways in 
the development of Chinese-Western comparative litera-
ture studies, they also share some academic strengths 
as well as weaknesses in common. But their different 
research theories and methodologies have not been 
overshadowed in importance by these similarities. In 
fact, the "application" problem offers an abundance of 
material in order to illustrate both the similarities 
and differences. 
Theoretical and methodological issues in the 
development of Chinese-Western comparative literature 
studies are significant problems and have far-reaching 
implications. Furthermore, the study of these issues 
requires that they be explored by various methods from 
16 
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different angles. These are very broad issues but, 
fortunately, my topic has some self-imposed limita-
tions since I will be confining myself, for the most 
part, to these issues as explored within the volumes 
of the TKR. 
In the three major chapters of this thesis,工 
employ two terms which serve as my research tools: 
"perspectives" and "categories". In "perspectives", 
I mainly use a deductive approach--to assert a point 
of view first, and then use examples to support my 
argument and to make some proper conclusions. On the 
contrary, in "categories", I mainly use an inductive 
approach--to gather examples first, and then draw some 
general conclusions from them. 
Theory provides us with a certain angle to 
understand the world of literature, but we still need 
• / 
proper methodology to make such an understanding more 
tangible and accessible. In this thesis the terms 
"methodological" or "methodology" are meant to comple-
ment the terms, "theoretical" or "theory", which refer 
to the philosophical or hermeneutical aspects of the 
problem under discussion. 
In Hong Kong and Taiwan, many comparatists have 
used New Criticism, structuralism, phenomenology, 
semiology and thematology to re-explore or re-evaluate 
the essence of traditional Chinese literature. 
Mainland China scholars, on the other hand, take as 




expressions such as "Combined Perspectives of Litera-
ture, History and Philosophy" ^ ^ t M ^ t or "Paral-
lels in Details" 杯 较 资 f t 凌 ， 1 3 to reinterpret and 
rejudge the value of ancient texts. I categorize the 
Hong Kong and Taiwan group as "methods adopted" 
comparatists, the Mainland China group as "methods 
created" comparatists. For "methods adopted", I refer 
to the research approach taken by Hong Kong and Taiwan 
comparatists who tend to use Western literary theories 
or methods to analyse Chinese texts. As for "methods 
created", I refer to the research approach taken by 
Mainland China comparatists who tend to create their 
own methods to do comparative studies. 
In order to provide an illustration for "methods 
created", I deliberately use the word-for-word trans-
lation from the above examples of "methods created", 
namely, "Combined Perspectives of Literature, History 
and Philosophy" and "Parallels in Details". No one 
can tell what these terms really mean at first sight 
and, sometimes even the author or the creator will 
meet difficulties to explain and define his own terms. 
These terms are often created casually by their 
authors, so there is no common theoretical language 
understood between the author and the reader. In 
other words, these methods often lack theoretical 
justification. 
Interestingly, both methods "adopted" and "cre-
ated" lead to a crucial methodological problem: 
18 
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neither of the two methods, adopted from the West or 
created by modern Chinese scholars, can justify their 
methodological validity in themselves. Such a paradox 
exists in Chinese-Western poetry, drama and fiction 
studies but is, perhaps, best illustrated by drama 
studies. So, the drama chapter (Chapter Two) in my 
thesis is devoted to explaining different trends in 
Chinese-Western comparative methodology. In this 
chapter,工 mainly use the "categories" or inductive 
approach as my research tool. 
In my poetry chapter (Chapter Three),工 raise a 
fundamental question: what is the cause for such 
confusion in methodology? A ready-made answer is that 
it stems from different philosophical and cultural 
backgrounds. But on which plane and to what extent do 
these different backgrounds affect the methodology? 
Comparatists offer diverse answers from various 
viewpoints. My research is focused on the 
hermeneutical plane by which I simply mean that 
different interpretations or hermeneutical explana-
tions inherited from diverse philosophical and cul-
tural backgrounds will give a new context to the text 
for discussion and also will further influence the 
methodological issues we confront. John J. Deeney号 
三，in his Pi-chiao-wen-hsueh ven-chiu chih hsin-
fana-hsiang [New Orientations for Comparative Litera-
ture] points out that it 
is one thing for Chinese to read ancient texts from 
、 19 
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their native tradition as masterpieces in that single 
cultural context. But it is quite another thing when 
these texts are viewed in new, modern concepts of 
being one fine literature among many world litera-
tures . T h u s , a variety of different perspectives can 
emerge. Furthermore, when Chinese literature comes 
under the scrutiny of East-West comparatists, it then 
confronts an array of many different perspectives 
according to a much broader international standard, 
Modern scholars must face up to this hermeneutical 
problem, for it permeates every single piece of 
research in Chinese-Western comparative literature 
studies.14 Here, I use "perspectives" to concretely 
illustrate the abstract topics 工 discuss. 
Other pertinent questions will be discussed in 
the fiction chapter (Chapter Four) of this thesis. 
What, for instance, is the ideal for Chinese-Western 
comparative literature studies? In other words, in 
addition to coping with the difficult "application" 
problem, how can a scholar validly and fruitfully 
bring conventional Western comparative literature 
methods, such as influence, affinity or parallel, 
genre and interdisciplinary studies, into the Chinese 
world of literary studies? Further, what important 
accomplishments can be attained by doing so? The 
approach I' take in answering these questions in this 





In addition to these three genre chapters, the 
first chapter is a general survey of the TKR's editor-
ial policy by analysing its book reviews. Although 
the editorial policy can not be fully illustrated by 
examining the book reviews alone, these book reviews 
(along with the journal's policy in editing conference 
proceedings, etc., which we have already discussed), 
in many ways, reveal the journal's selective policy. 
After proceeding inductively by an examination of the 
T K R ' s book reviews, I will use the "perspectives" or 
deductive approach as my research tool through which, 
I hope, we may discern the true spirit which should 
animate an academic journal on comparative literature. 
Finally, in the Afterword, I will recapitulate the 
issues discussed in my thesis, by describing some 
directions for possible solutions offered by contem-
porary comparatists; and, also, I will touch upon a 
few possible strategies for Chinese-Western compara-





1 There are two academic journals in English 
devoted to Chinese-Western comparative literature 
studies. One is the Tamkana Review (TKR) 
published in Taiwan (from 1970 to 1977, semi-annual; 
from 1978 to the present, quarterly) ； the other is the 
annual, Cowrie % f� ， published in Mainland China 
(from 1983 to the present) . The former includes 
worldwide contributors except those from Mainland 
China, while the latter only publishes articles 
written by Mainland China comparatists. Another 
characteristic of Cowrie is that it mainly publishes 
English translations of articles originally written 
and published in Chinese. Another bulletin-type 
publication which has recently developed into a 
journal format is Chinese Comparatists 伞 间 ^ 
^ 各 ,published by The American Association of 
Chinese Comparative Literature 啼阅 ^ ^^^^j^�反终俗< 
嫁 脅 • It is a semi-annual, bilingual (English and 
Chinese) scholarly journal, and its first issue came 
out in 1987. 
2 The publication of the TIOR's first issue in 
Taiwan in 1970, Taiwan University's inauguration of a 
Ph.D. program in comparative literature in 1971 and 
Taipei's Tamkang University (then known as the Tamkang 
College of Arts and Sciences) hosting of the first 
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international conference for <!:hinese-Western compara-
tive literature studies in 1971, mark the 1970s as the 
decade when Chinese-Western comparative literature 
studies became an institutional and systematic aca-
demic phenomenon in East Asia, gradually gaining 
worldwide recognition. 
3 See Yen Yuan-shu 秀！冲，"Editor's Notes," TM. 
1.1 (April 1970): 2. 
4 See Yen Yuan-shu, "Announce [sic]: The Second 
Comparative Literature Conference," TKR 4.2 (October 
1973): Inside backcover. 
5 See Yen Yuan-shu, "Editor's Preface," TKR 2.2-
3.1 (October 1971-April 1972): 1. 
6 See Yen Yuan-shu, "Preface," T M 6.2-7.1 
(October 1975-April 1976): Inside backcover. 
7 See [Editor], "Announcement, “ TKR 9.1 (Fall 
1978): Inside backcover. 
8 See Chu Limin 朱鱼 "Announcement, “ TKR 12.2 
(Winter 1981): Inside backcover. 
9 See Chu Limin, "Announcement," T M 16.3 (Spring 
1986): Inside backcover. The topics for the Sixth 
Conference (to be held in August 1991) have also been 
announced in the TKR's autumn, 1989, issue (20.1), the 
latest to date. These topics are: Problematics of 
interdisciplinary approaches to national and compara-
tive liter'ature; De/Formation of paradigms of literary 
theory; Colonial discourse and comparative literature; 
National literature in An_/Other language/s； The 
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teaching of comparative literature; Chinese litera-
ture, 
10 See [Editor], "Subject & Author Indices to The 
TaTnlcana Review Vols. I-VII," 7.2 (October 1976): 
213-35; and "Subject and Author Indexes to The Tamkana 
Review Vols. VIII-XII," TKR 12.4 (Summer 1982): 405-
22; and "Subject and Author Indexes to the Tamkana 
Review Vols. XIII-XVII," TKR 17.4 (Summer 1987): 381-
406. 
11 See A. Owen Aldridge "East-West 
Relations: Universal Literature, Yes; Common Poetics, 
No," TKR 10.1-2 (Fall-Winter 1979) : 17-33; and John J. 
Deeney 寺 pf" 乂三 , “ M o d e r n Developments in Chinese-
Western Comparative Literature Studies: A Golden 
Decade (1977-1987) for the ‘ Chinese School�" TKR 
18.1-4 (Autumn 1987-Summer 1988): 39-64; and James J. 
Y. Liu 溶|yf 褒，Chinese Theories of Literature (Chica-
go: U of Chicago P, 1975) 117-40. 
See Wang Yuan-hua 工么巧^ , Wen-hsin-tiao-
lung ch'uana-tso-lun�ji /^ ffi % � 名 | 作 沒 [ T h e Theory 
of Inspiration in The Literary Mind and Carved Dragon1 
(Shanghai: Shanghai ku-chi chu-pan-she 上 玄 《虫 I认 
录支[Shanghai Ancient Books Publishing House], 1984) 
307-18. 
13 See Hsiao Ping , Ch'u-tz'u yu shena-hua 
�The Song of Ch'u and Mythology] (Nan 
Jing: Jiang Su ku-chi ch‘u-pan-she (/^  




- - • • • - - • — • - . I . • - • • _ • • . _ _ . . • — - — _ _ _ , ^ ^ • — “ • ‘ ‘ “ • “ “ • ‘ 
— - - 一 I “ 
See John J. Deeney, Pi-chiao-wen-hsueh ven~chiu 
chih hsin-fana-hsiang [New Orientations for Compara-
tive Literature] b(ffk： ^  ^  ^ ^ ^ ^ ^ ^ (Taipei: 





FROM THE EDITORIAL POLICY OF THE T M TO 
THE SPIRIT OF CHINESE-WESTERN 
COMPARATIVE LITERATURE STUDIES 
Theoretically speaking, every journal has its own 
editorial policy, and such a policy should be stated 
explicitly so as to attract its readers丨 attention as 
well as to help its critics make a fair evaluation. 
But, in reality, many journal editors talk about 
everything but their editorial policy. Sometimes, you 
can only discover it from a huge pool of back issues, 
and your endeavour is often without reward. Fortu-
nately, from time to time, the editors of the TKR 
express their editorial policy by the way of discuss-
ing their goals and principles in selecting topics. 
But several crucial aspects of the TKR's policy still 
remain unspoken and have to be explored in other ways. 
A journal's editorial policy should, to a great 
extent, reflect its nature or, rather, its spirit. 
That is to say, ideally speaking, we tend to assume a 
journal's editorial policy to be a consistent and 
organic one, based on priciples shaped by the unique 
insights of its editors. Sometimes, the editorial 
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through a particular part of its contents ； for 
example, the book reviews it publishes. In other 
words, the editorial policy describing its book review 
section, might sometimes be taken as a fair indication 
of the same basic policy__in miniature--for the whole 
j ournal• 
In this chapter, both the inductive and deductive 
approaches are employed in order to make a thorough 
study of the topic. Firstly, we use the inductive 
approach to study the book reviews the TTO has pub-
lished. Secondly, we employ the deductive approach to 
test and corroborate the hypothetical points we have 
derived from the book review section to the policy of 
the journal as a whole. Thirdly, after verifying 
these points, we try to extract some conclusions and 
depict an objective picture not only of the TKR's 
editorial policy but also the special spirit it 
reflects. 
In its seventh volume (1976), the T m first 
started calling for book reviews, and from the ninth 
volume (1978) onward, it placed a new emphasis on the 
publication of both full-length review articles and 
short reviews concerning Chinese-Western comparative 
literature studies as well as literary theories. These 
reviews, though often short in length and irregular in 
publicatibn, have revealed aspects of the editors‘ 
policies and interests which otherwise might have been 
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selection of articles. In order to explore and 
analyse these policies and interests in a clear way, 
a concise but lucid classification should be made at 
the very beginning. 
In 1976, Hwang Mei-shu, the then editor of the 
TKR, claimed that the journal would be pleased to 
receive the following kinds of reviews: 
A. Reviews which describe scholarly publica-
tions from the sphere of Chinese literature 
and Chinese cultural influence in neighbor-
ing literatures within the context of com-
parative literature. 
B. Reviews which consider publications from the 
areas of comparative literature, general 
literature, or literary theory and criticism 
for scholars of Chinese literature. 
C. Reviews should be approximately 500-2000 
words in length and include full biblio-
graphical information on the work under 
review. 1 
Both A and B are about the content and C is about 
length and format. The purpose of the editor is to 
bring the attention of the general reader to new 
publications written in Chinese, Japanese, and Western 
languages on Chinese literature, or to bring new 
contributions on general literature to the attention 
of the student of Chinese literature. The former 





while the latter naturally wishes to draw Chinese 
literature students more into the context of world 
literature. On the whole, Hwang‘s claim here on book 
reviews reminds us of Yen Yuan-shu‘s initial goal 
statement of the TKR. which we have discussed in the 
F o r e w o r d T h e similarities between them support our 
point of view that the TKR's book review policy, to 
some extent, could be taken as the journal's whole 
policy in miniature. 
Reading through all the reviews that the TKR has 
published in the past twelve years, I have found 
sixteen review articles and short reviews as well as 
eight rejoinders or surrejoinders. The spectrum of 
its reviewers and rejoinderers, extends from young 
graduate students to eminent scholars in the field. 
Among the latter are names such as Joseph S.M. Lau發 
娘谈,John J. Deeney, C.H. Wangi 錄取、and Wai-lim Yip 
However, the most debatable reviews are those 
contributed by William F. Touponce 矿科豫（an associ-
ate editor of the T M from 1981 to 1985) , in a series 
which will be discussed in detail later in this 
chapter. All these reviews fall into three categories 
according to the various methods employed and differ-
ent attitudes reflected. 
I. "Open" or "Pseudo-open" method 
11. '"Neutral" method 
III. "Critical" method 
By the "open" or "pseudo-open" method, I refer to the 
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approach taken by the reviewer, which is often open-
minded and ready to accommodate different opinions, 
but sometimes degenerates into lopsided praise for the 
work (hence, "pseudo-open"). The "neutral" method 
implies that the reviewer usually takes a neutral 
stance when he confronts extreme opinions in the books 
under review. The "critical" method indicates that 
the reviewer is severely negative toward works under 
view. In this chapter, the reviews in these cat-
egories will be examined and analysed one by one in 
order to display their merits and shortcomings. 
Furthermore, I hope to be able to offer some insights 
into the spirit of the TKR by delving into some of the 
unspoken aspects of its editorial policy. 
I. "Open" or "Pseudo-Open" Method 
Among the total of sixteen reviews the TKR has 
published, only three pieces fall into this first 
category. Here is how they are subdivided: 
A. Review on a work dealing with Japanese-West-
ern comparative literature studies. There 
is only one review which falls into this 
subdivision; i.e., the review of Noriko 
Mizuta Lippit‘s Reality and Fiction in 
-Modern Japanese Literature, by Tu Kuo-ch‘ ing 
？^阔清• Tu regards this book as one of 
the three pioneering critical works in 
X 
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English on modern Japanese literature, and 
compares similar historical situations found 
in Japanese and Chinese literature early 
this century.^ 
B. Review on a work applying Western literary 
theories to traditional Chinese texts. 
There also is only one review which falls 
into this subdivision; i.e., the review of 
James S • Fu • s � . J ^ Mvthic and Comic 
Aspects of the Quest. by Edith Kuang-lo Fang 
C. Review on a work of Chinese-English transla-
tion; i.e., A Golden Treasury of Chinese 
Poetry; 121 Classical Poems. translated by 
John A. Turner 
Book review A is quite ordinary, but the opinions 
expressed in B and C do not adequately qualify as 
academic review articles: these reviewers have one--
sidedly praised the individual works too much, and 
sometimes give their readers an obviously unobjective 
or even childish impression. For instance, although 
Mvthic and Comic Aspects of the Quest is undoubtedly 
an important contribution, not only to the field of 
Chinese-Western comparative literature studies but 
also to that of Hsi-vu Chi ？?? TT^ [Journey to the 
West] studies, it seems to be too far-fetched for the 
reviewer to claim that this book "displays an encyclo-




mainly compares the Hsi-yu Chi with two Western 
novels--Don Quixote and Huckleberry Finn (Fang 103) • 
Furthermore, at the end of the review, the reviewer 
makes a statement that Fu "has actually provided his 
readers with guidance for many and further topical 
studies in literature" (105). This seems to be too 
vague and is not followed up by any concrete evidence. 
The review of A Golden Treasury of Chinese 
Poetry; 121 Classical Poems also has the same problem. 
It does not seem to be fair, on the reviewer's part, 
to compare this anthology with Arthur Waley's transla-
tions, even though it is, an excellent translation 
with academic notes and scholarly concerns. Such a 
comparison gives the reader an impression that Turner 
is nearly as great as Waley in the Chinese-English 
poetry translation field, which he obviously is not. 
Waley not only enjoys a fame much wider than that of 
Turner but his achievements and influence are gen-
erally recognized by the Western intellectual world to 
be much stronger than most translators in the Chinese-
English poetry translation field. Fortunately, only 
the two above-mentioned reviews employ such a method, 
and both appeared in the TKR's autumn 1979, issue 
(9.1) . We could term this kind of method as "pseudo-
open-minded" method. Perhaps, the editor wanted to 
encourage , more review writings and, therefore, 
included such reviews, but as an academic journal with 
high standards, the reviews it introduces should 
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always be as objective and constructively critical as 
possible. After all, being open to different opinions 
is one thing; being overly indulgent toward reviews 
with low standards is another thing. 
It is interesting to compare the TKR's book 
review policy with that of Comparative Literature in 
China (CLC) 阅（rtr^赏 iC冷，which appears in China 
as the official publication of the Chinese Comparative 
Literature Association (CCLA) t r a wrft�毛冷冷考. 
The CLC also has paid attention to review important 
publications in our field and its editorial department 
realizes that the reviews it publishes might silently 
reveal its editorial policy. Such book reviews can be 
used as an instructive force to make the journal^s 
weight potentially felt in our academic field.^ 
Contrary to the TKR's "open" method, which seems 
non-directive or "pseudo-open", the CLC's can be 
described as a more "purposeful" method. CLC pub-
lishes reviews of books written by established 
scholars mainly from abroad and only a few in China ; 
for example, Leo Ou-fan Lee.s 考 费 The Romantic 
Generation of Modern Chinese Writers, Andrew H. Plaks‘ 
f i f视 Archetype and Allegory in the Dream of the Red 
Chamber, and Wai-lim Yip's In Search of Common Poetics 
between Chinese and Western Cultures 
The reason for such a strategy is that the CLC 




journal is to introduce representative contributions 
of Western scholars (or Chinese scholars in the West) 
to Chinese readers. They believe that Lee丨s romanti-
cist approach, Plaks‘ archetypal analytical theory and 
Yip's Taoist phenomenology are the ones which Chinese 
comparatists should learn from, so they introduce them 
to influence the Chinese comparative literature field. 
From the above analysis, we can see that the 
TKR's "open" or "pseudo-open" method and the CLC s 
"purposeful" method are quite different. Both methods 
also have their own shortcomings: the former too 
tolerant toward different opinions and styles; and the 
latter too self-oriented in everything such as select-
ing books and articles, choosing reviewers, and even 
adjusting the reviewers ‘ view points to fit the 
editors‘ policies. So I refer to the CLC's editorial 
policy as a "purposeful" method—-the journal's editors 
use this method, trying to instruct or to direct 
Chinese-Western comparative literature studies across 
the country. Compared with the TTO's "open", "neu-
tral" and "critical" methods, the "purposeful" one 
seems to be too subjective and arbitrary, in a way, 
although a journal employing such a method certainly 
has the advantage of avoiding the shortcomings relat-
ing to the "pseudo-open" method. 
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Altogether seven book reviews published in the 
TKR deal with comparative literature studies done in 
Mainland China. This is one of the most successful 
aspects of the TKR's efforts. Below are listed all 
the titles of these Mainland China reviews. 
A. A Review of the first issue of Comparative 
Literature in China.^ 
B. A Review of the second, third and fourth 
issues of Comparative Literature in China.^ 
r 
C. A review of Pi-chiao wen-hsueh tzu-hsueh 
shou-ts»e b 6 ^ � 及 冷 ^ ^ [A Hand-
book to Comparative Literature] ed. by Liu 
Xianbiao [Liu Hsien- piao] .9 
D. A review of Pi-chiao wen-hsueh chi ch' i tsai 
Chung-kuo te hsina-ch 
^ wsJ® ^  ^ Comparative Literature and Its Rise 
in China] by Liu Xainbiao 
E. A review of Pi-chiao-wen-hsueh chien-p丨 ien 
[A Sketch of Compara-
tive Literature] by Zhen Ting [Ch'en T'ing] 
H 從 义 • ” 
F. A review of Yearbook of Chinese Comparative 
Literature 1986 中 间 方 年 龙 （ 彻 
"4 )ed. by Yang Zhouhan [Yang Chou-han] ^f^ 
Yue Daiyun [Yueh Tai-yun] 
, and Zhang Wending [Chang Wen-ting] 




[Comparative Literature and Modern 
Chinese Literature] by Yue Daiyun 
All these reviews were written by graduate students 
from the Chinese University of Hong Kong. A consist-
ency of quality and style can be easily seen, and the 
clarity of presentation is particularly praiseworthy. 
A concise but accurate summary for each chapter or 
section of the original work is provided in every 
review of this subdivision and, then, some concluding 
evaluative comments are made by the reviewers • A 
large number of these comments manifest a "Hong Kong 
View" toward Chinese-Western comparative literature 
studies, and throw new light on these works published 
in C h i n a F o r instance, the review of A Sketch of 
Comparative Literature points out: 
Chapter 4 discusses the notion of idealism in 
Chinese and Western Romantic literature. This 
chapter is undoubtedly the least satisfying part 
of Zhen‘s book. Referring to Schiller, Zhen 
asserts that "Romanticism is idealism.“ Most 
Western scholars of Romanticism from Lovejoy to 
Wellek to Hartman would sc^arely reject this 
definition as over-simplified or misleading. 
Even if Romanticism is simply idealism, one must 
realize that "ideals" can be religious, secular 
and even epistemological. Influenced by Marxism, 
Zhen qualifies "ideals" in Romanticism as "social 
ideals," that is, hopes for social reforms, 
anti-feudal "life ideals," such as the struggle 
for free marri^e. We may be ^ urprised to learn 
that Chu Yuan /S^ , Chuang T z u私广 Shakespeare, 
other "progressi^e“ European realists, and even 
Tao Yuan-ming P 幻（津I 以fl are Romantics. Indeed, 
Zhen also uses "Romantic" in another sense, 
referring to a technique or tendency of writing 






In fact, Chinese scholars often have a different 
understanding than their Western counterparts, about 
certain Western literary terms such as "Romanticism"• 
Very often interpretations of these terms are full of 
misunderstandings about the original concepts. One of 
the main reasons is because the majority of Mainland 
China comparatists come from Chinese departments and 
they rely almost exclusively on translation to study 
and criticize the original Western literary texts. 
Research papers and other academic publications 
presented by this group of scholars are inevitably 
full of inaptly-defined terms which mislead their 
readers. 
On the other hand, this Mainland China phenomenon 
can be best investigated from the point of view of 
certain aspects taken from contemporary reader 
response criticism as well as hermeneutics. According 
to reader response criticism, misunderstandings may 
evolve into new and improved understandings, for some 
of the misreadings will certainly throw new light on 
the original concept and, perhaps, even give some 
fresh insights to Western scholars. According to 
modern hermeneutics, such a process might be called a 
“fusion of horizons", which combines different under-
standings as well as misunderstandings and, finally, 
creates a new understanding toward the text.^^ It 
occurs very often in Chinese-Western comparative 
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literature studies, and becomes an important feature 
which deserves further exploration. Because Chapter 
Three is devoted to a detailed discussion of the above 
issue, it will suffice here just raise the question. 
Another important insight worth pointing out is 
in Eric Yu's f 塞碑 review of the Yearbook of Chinese 
Comparative Literature 1986; 
The broad range of the world‘s literatures 
covered by Mainland China comparatists is truly 
amazing. They have traversed not only Chinese 
literature and literatures in major Western 
countries, but also other Oriental natiorjs丨 as 
well. If we have reason to lament that Mainland 
China comparatists know too little about the 
latest critical theories, we should, at the same 
time, particularly admire their competence in 
other Eastern languages and recognize their solid 
contributions to intra-Asian comparative litera-
ture studies. (411) 
This passage indicates two different dimensions 
taken by Mainland China and Taiwan; in Taiwan, com-
paratists, by and large, emphasize the application of 
modern Western literary theories to Chinese texts, and 
in Mainland China, comparatists have made important 
contributions to the exploration of literary relation-
ships not only between the East and the West, but also 
within Asia's many rich literary heritages. In other 
words, the former pays more attention to affinity or 
parallel studies while the latter lays a stronger 
* 
emphasis on influence studies. Both critical stances 
lack a certain balance, but have their own merits and 




Comparatists in Hong Kong try to take a more 
objective stance in order to evaluate the accomplish-
ments of their neighbors as well as to make construc-
tive suggestions on how these two directions may 
progress further. It is the nature of comparative 
literature to work toward integration. Hence, the 
"Hong Kong View" has a significant role to play 
inasmuch as it can be a cultural bridge-builder in 
order to promote mutual understanding between compara-
tists across the Straits .16 
The neutral method taken by the reviewers in the 
TKR*s book review section is also the one taken by the 
editors--they try to take a "middle of the road" 
stance in their positive handling of all possible 
academic conflicts. On the whole, the TKR also tries 
to keep some kind of balance between affinity or 
parallel studies and influence studies while it lays 
its emphasis on "application". 
III. "Critical" Method 
The reviews contributed by William F. Touponce 
enjoy a special importance among all the reviews 
published in the TKR. Acting in the capacity of a 
special reviewer, Touponce contributed a series of 
critical book reviews from 1981 to 1985, when he was 
an associate editor of the journal. The books he 
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reviewed, arranged as they appeared, are the follow-
ing: 
A. Chinese-Western Comparative Literature； 
Theory and Strategy ed. by John J. DeeneyJ^ 
B. Chinese Theories of Literature by James J. 
Y. Liu 
C. China and the West: Comparative Literature 
Studies ed. by William Tay ^^ft^ ^  , Chou 
Ying-hsiung )T| ^  and Yuan Heh-hsiang 
D. Literary Theory Today ed. by M. A. Abbas and 
Wang Tak-wai 看《豪 .2� 
E. Cowrie ed. by Guangxi University Comparative 
Literature and Translation Center•打 
Touponce focuses his critical writing on two 
topics: the Hong Kong publication of Chinese-Western 
comparative literature studies and the application of 
Western literary theories to Chinese texts. Books A, 
C and D were edited by Hong Kong comparatists and 
published in Hong Kong, and book B is one of Liu's 
celebrated pioneering works which introduces Chinese 
theory to Westerners, and is regarded as an attempt to 
cross cultural gaps and to work toward a synthesis. 
Touponce ‘ s reviews are both critical and radical. 
He takes the attitude of an authority who criticizes 
the papers or books contributed by some celebrated 
Chinese-Western comparatists, such as Chang Han-liang 
William Tay as well as Andrew H. Plaks and 
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James J.Y. Liu. He gives his reader the impression 
that he knows all about Tzvetan Todorov, Wolfgang 
Iser, Levi-Strauss, Jacques Derrida as well as Lao Tzu 
3r , chuang Tzu, and T'ang poetry, even much 
better than the above-mentioned scholars. 
Although his arbitrary style of writing might 
appear to be overbearing to many readers, objectively 
speaking, Touponce throws some interesting light on 
the Hong Kong scene and the "application" problem. He 
combines these two topics into one in his criticism. 
He discusses the application of Western theories to 
Chinese texts by commenting on some Hong Kong publica-
tions. It may well be suggested that Hong Kong has 
its own voice in Chinese-Western comparative litera-
ture studies, and has made special contributions of 
its own to the founding of the "Chinese School •“ 
Although very unnecessarily aggressive sometimes, 
Touponce‘s comments have provoked further discussion 
and contention; they also have the merit of helping to 
clear the air about several confusing and controver-
sial topics. 
One of the most interesting controversies raised 
by Touponce‘s reviews was about Wai-liiti Yip's inter-
pretation of Taoism and Martin Heidegger's theory• 
Touponce criticizes Yip's point of view in his review 
of Literacy Theory Today, in which Yip's article "A 
New Line A New Mind" is included. Yip responded in 
his "To Disagree is Noble; To Distort is Not, Defi-
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nitely Not, Divine: A Reply to Prof. William Toupon-
ce •“ After Touponce‘s rejoinder to Yip, Robert 
Magliola published a short essay also objecting to 
Touponce•s point of view. In reply, Touponce wrote 
another surrejoinder.^^ 
In addition to Touponce丨3 rejoinder and 
surrejoinder there have also been other controversies, 
such as C,H. Wang‘s criticism of Wai-lim Yip, in 
"Oral, Folk, Unwanted F e u d , i n which Wang claims 
that Yip has distorted his point of view about for-
mulaic structure in Shih-china "f" I 依 [ T h e Book of 
Poetry], in "Vestiges of the Oral Dimension: Examples 
from the Shih-china. Generally speaking, it is a 
good editorial policy for an academic journal to 
encourage different scholars to express different 
opinions. However, Touponce‘s reviews give the reader 
an impression that he goes to extremes too often. 
Cowrie, the Mainland China comparative literature 
journal in English, also has published surveys of 
recent books and articles in its first three issues, 
and its editorial board takes a much more cautious 
attitude toward any works under review. From 1983 to 
1986, Cowrie published a series of general surveys on 
the development of comparative literature in China, 
including brief references to articles as well as 
books published in China concerning comparative 
literature. 




reviews of single works, it has its own special 
surveyor, Yuan Haoyi ^ ^ V ^ — , very much like the 
T K R ' s special reviewer Touponce, to contribute an 
annual survey of yearly developments. ^^ Contrary to 
the Touponce tone. Yuan‘s attitude appears to be very 
circumspect and careful when he makes comments on the 
works under review and seldom goes to extremes. For 
instance, in his "Survey of Current Developments in 
the Comparative Literature of China [before 1983]", 
"First Steps--Survey of Current Developments in 
comparative Literature in China--January 1983 to July 
1984", and "New Stimuli--Reviews of Developments in 
Chinese Comparative Literature from 1984-1985", Yuan 
altogether reviews around one hundred papers and books 
published in China from the early to the mid 1980s. 
He tries to keep his critical tone as mild as possible 
when he touches upon other people's works. 
The products of these two journals show different 
academic approaches to our field taken by comparatists 
across the Straits. As for the TKR. Chinese-Western 
comparative literature studies has gained immeasurably 
from the experience of comparative literature as a 
discipline: its "openness" to include every national 
literature; its "neutral" stance between strong 
political and cultural conflicts; its "critical" 
nature in evaluating any plausible hypothesis and 
concept; its carefulness in differentiating positive 




its objectivity in trying to avoid extremes. Finally, 
among all of these characteristics, the neutral stance 
may be the most important indication of the real 
spirit which motivates the TKR's editorial policy. 
Such a policy is much in keeping with what Francois 
jost has asserted in his Introduction to Comparative 
Literature； 
An exclusively nationalistic approach to literary 
history and criticism has become obsolete--as 
contemporary scholarship and the curricula of 
colleges and universities make evident. This 
modern intellectual orientation has given birth 
to a new academic discipline: whoever is con-
cerned with the international rather than the 
nationalistic mode of the study of letters is 
practising comparative literature. (vii) 
It is quite clear that comparative literature, as an 
academic discipline, particularly demands tolerance 
toward different opinions and a neutral position on 
diverse attitudes while, at the same time, it keeps a 
critical eye on these opinions and attitudes. 
In this chapter, through a detailed study of the 
T K R ' s book reviews, we have come to a clearer under-
standing of the TKR's overall editorial policy and, 
finally, to the general spirit of Chinese-Western 
comparative literature studies which it espouses. 
This partial description of the TKR's achievement by 
way of its review section, may now serve as a conveni-
ent point of departure for a more detailed discussion 




development of Chinese-Western comparative literature 
studies. 
In summarizing what the TKR has accomplished 
then, I would stress its "open" editorial policy which 
has accommodated different methodological experiments 
for Chinese-Western comparative literature studies in 
the past twenty years； its "neutral" policy which has 
encouraged the discussion of diverse philosophical and 
cultural backgrounds East-West so as to reveal the 
basic hermeneutical issues in our field; and, finally, 
its "critical" policy which has fostered certain 
ideals among Chinese-Western comparatists. The survey 
of the TKR's editorial policy which 工 have sketched 
out in this chapter, prepares us for the following 
chapters in which I will explore the theoretical and 
methodological issues based on its publication since 
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COMPARATIVE STUDIES OF DRAMA AND 
EAST-WEST METHODOLOGY 
From the 1970s on, a number of Chinese compara-
tists and drama critics from Hong Kong, Taiwan and 
Mainland China have devoted their research efforts to 
a Chinese-Western comparative study of drama. Since 
Chinese-Western comparative literature studies is 
actually a new and challenging component in the 
comparative literature field, it is not surprising 
that Chinese-Western comparatists of drama have been 
confronted with a certain amount of confusion regard-
ing terminology and methodology. 
Interestingly, while both Chinese and foreign 
critics challenge the validity of applying Western 
literary terms and theories to analyse ancient Chinese 
texts, the temptation among certain comparatists to 
use Western perspectives to illuminate hidden but 
significant facets of traditional Chinese drama, has 
become stronger and stronger. Although their innova-
tive endeavours have received about as much reproval 
as approval from the academic world in the past twenty 
years, Chinese-Western comparatists really have opened 
up a new field for comparatists of drama throughout 
the world. 
« 
In this contentious situation, the issue of 
justifying one's research methods becomes a crucial 
problem. Furthermore, Chinese-Western comparatists of 
drama from Hong Kong, Taiwan and Mainland China tend 
to adopt different approaches and criteria in their 
research and this makes the situation even more 
complicated. In this chapter, then, I will try to 
categorize and elaborate on some of the more represen-
tative of these approaches and their underlying 
criteria. In addition, I will provide a critical 
review of trends in the comparative drama debate and 
analyse their implications for Chinese-Western com-
parative literature studies. To keep focus on the 
TKR, most of the Hong Kong and Taiwan examples cited 
in this chapter are from the journal. 
It is helpful to start with a general review of 
the topics Chinese-Western comparatists of drama 
choose to discuss before examining their research 
approaches. As if by prior agreement, these compara-
tists have focused their attention on three general 
topics: 
A. The question of "Chinese tragedy". 
B. The interchangeability of certain basic 
features in Western and Chinese dramatic 
arts • 
C. 'The presentational vs. the representational 
in Western and Chinese theatres. 





Mainland China have published, either in English or in 
Chinese, at least one hundred papers concerning the 
comparative study of drama--and seventy percent of 
these papers deals with the three general topics 
stated aboveJ Research on the first general topic 
reflects some major cultural, psychological, and 
value-judgement differences between China and the 
West. The second general topic, by contrast, reveals 
certain affinities between the dramas of China and the 
West, and can be divided into two subdivisions: 
A. Dramatic and theatrical affinities between 
China and the West, which suggest that at 
least some elements in Chinese and Western 
dramas are interchangeable. 
B. The formation of modern Chinese drama under 
Western influences since early this century 
versus the reformation of ancient Chinese 
drama such as Peking opera from the 1950s to 
the present. This indicates that not only 
has Western drama had a strong influence on 
the modern Chinese stage, but also ancient 
Chinese drama might well learn from its 
Western counterpart to keep it going in this 
century. 
The third general topic, which once spurred a hot 
debate in. Mainland China, represents not only the 
different natures but also the diverse potentials of 
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The earliest emergence of these topics can be 
traced back to the early 1900s, and they have received 
much attention by eminent critics since that time.^ 
Some differences exist between the critics of the 
1900s to the 1960s and comparatists of the 1970s to 
the present, although their focus remains on the same 
topics. Generally speaking, the former pays more 
attention to the topic itself while the latter lays 
more emphasis on the methodological issues underlying 
the topic; in other words, the former is more heuris-
tic and the latter is more systematic. 
Wang Kuo-wei‘s "Sung Yuan hsi-ch»u k'ao" [Drama 
in the Sung and Yuan Dynasties] 
. \ 
written in 1912, has been regarded as one of the 
earliest discussions on Chinese tragedy, and it 
illustrates some of the main features of the former 
group• Wang says: 
After the Ming Dynasty, we only have comedies, 
but in the Yuan Dynasty, tragedy does exist. 
Kuan Han-ch^in 雪 s [ \ik V^i ] Tou-0 Yuan 
[Tou- O in Injustice 寧 晰 冤 ] a n d Chi Chun-
hsiang.s [ p^eJ 焉 科 ] C h a o - s h i h Ku-erh [The 
Orphan of Chao 幻 抓 、 ] are its represen-
tatives . Although there are evil persons par-
ticipating in these plays, the main character 
sacrifices himself at his own will. These Yuan 
poetic drama [ ^  ] can be taken as the 
best tragedies in world literature B|i) ^  f , 
者 、 作 姜 1 ^ ……Jt^有终务i 





From this well-known passage, it is clear that Wang 
makes his statement in an impressionistic or inspira-
tional way, but by no means a scientific way. He 
never refers to any Western definitions of tragedy and 
does not elaborate his point of view in detail. 
On the contrary, the latter group takes a more 
systematic way and gives much more consideration to 
its research methodology. Hwang Mei-shu's "Is There 
Tragedy in Chinese Drama?: An Experimental Look at an 
Old Problem" can be taken as the representative of 
this group, about which there will be a detailed 
discussion later in this chapter. 
Further, we can say that it was not until the 
1970s that comparative literature was formally intro-
duced into the discussion of these general topics as 
a distinct academic discipline. The introduction of 
such a discipline into the field of drama can be 
regarded as a milestone in its historical development. 
It has attracted scholars• attention to research 
methodology and thus altered the direction of their 
academic endeavours• 
Due to their different understandings of the 
discipline, comparatists from Hong Kong, Taiwan and 
Mainland China have formulated different research 
approaches and methodological criteria. These 
approaches and criteria may tentatively be categorized 
in the following ways: 
I. "Methods adopted" and "methods created" 
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工工. Toward a "specific topic discussion" or 
toward a "broad system establishment" 
工工I. "Application" versus "reference" 
Interestingly, some of these comparatists, 
consciously or unconsciously, depart from their 
initial purposes and draw conclusions quite contrary 
to some of the fundamental principles of comparative 
literature. In other words, at times, these compara-
tists forget to sustain a comparative approach to 
their subject or misunderstand the discipline and 
employ inappropriate or unsuitable methods. This 
further complicates the problem. The remainder of 
this chapter will try to analyse the representative 
points of view in the above three categories in order 
to illustrate some of the problems associated with 
these methods and to suggest some possible ways of 
resolving them. 
I. "Methods Adopted" and "Methods Created" 
In Hong Kong and Taiwan, comparatists regularly 
employ existing terms as well as theories from the 
West to analyse dramatic texts； hence, I use the 
expression of "methods adopted" to address this point. 
In Mainland China, on the contrary, comparatists are 
interested in creating new terms and concepts to 
interpret the nature of drama ； hence, I use the 




be best illustrated in the long-running controversy 
over the topic of whether or not tragedy, as commonly 
understood by Western critics, actually existed in 
ancient Chinese drama. In "Shih-t'an ku-tien hsi-ch'u 
Chung te pei-chu" T ^ l ^ t J^^ ； ^ ^ ^ 士 …努專i! [Tragedy 
in Traditional Chinese Drama], Shao Tseng-ch‘i 的考 
, a well-known Mainland China drama critic, 
gives very vivid descriptions of many traditional 
Chinese plays and regards them as tragedies. He 
further makes rather arbitrary subdivisons for them 
according to their different features. "Chinese 
tragedy" is thus divided into four main variations: 
A. Tragedy of Wu-t'una vu 终 兩 [ T h e Rain 
amidst Chinese Parasol Trees] style, which 
reveals an extremely sad tone at the end of 
the play after its protagonist suffers the 
loss of his beloved. 
B. Tragedy with happy endings 
1. "Everlasting mentality"(好落不 X 式、； 
2. "Revival"复 L会式； 
3• "Revenge" 
4 • "Retribution"象良戎、； 
5. "No death" 
C. Tragedy in "Southern Tsa-chu" 
[Southern Yuan-style Poetic Drama]. 
D. 'Tragedy in "Highlights from Operas" 
And we will discuss these four variations in detail in 
the following passages. 
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A. Tragedy of Wu-t•ung yu Style; 
Representative of the first type of Chinese 
tragedy is Wu-t丨uncr vu, a Yuan poetic drama, which 
describes the moving story of the T*ang Dynasty 
Emperor Ming ^ ^ \ and his beloved concubine, Yang 
Kuei Fei 樣 F o r political reasons, the emperor 
executed Yang Kuei Fei but continued to mourn over 
her; he regretted this act all his life. The experi-
ence of the emperor and his beloved concubine won 
sympathy from the audience. There are quite a few 
ancient Chinese plays dealing with the same story and 
provoking similar audience-responses. Shao regards 
this as one of the stereotypes in Chinese tragedy 
(2-3). 
B. Tragedy with Happy Endings; 
To further paraphrase Shao, the second type of 
Chinese tragedy seems more complicated than the first 
one. The most important feature of this type is that 
it always has a happy ending, quite unlike conven-
tional Western tragic endings. In Western tragedy, 
generally speaking, the main character must suffer and 
sacrifice himself, with no hope of reward. However, 
the happy endings in Chinese drama have different 
characteristics. In subdivision one, the protagonists 
fail to get married due to the objections of their 
families, ,and finally commit suicide; they are married 
in another world, or become birds or plants living 




after his death, and enjoys a happy life. In subdivi-
sion three, the protagonist takes revenge after his 
death, his spirit destroying the evil force, so that 
justice is realized. In subdivision four, a king or 
the gods punish the evil force on behalf of the 
protagonist. In subdivision five, the first half of 
the drama is a "tragedy" because the protagonist is 
facing a dangerous situation, and the second half 
contains a happy ending as forces from the outside 
world help him or her to avoid destruction (3-6)• 
C. Tragedy in "Southern Tsa-chu": 
The third type of Chinese tragedy exists in the 
"Southern Tsa-chu", which is a special kind of drama 
prevalent in the Ming and early Ch‘ing Dynasties. 
"Southern Tsa-chu" is usually short and it breaks the 
rules of Yuan poetic drama (the details of which are 
not necessary to discuss in this chapter) • These 
plays are usually regarded as closet dramas, a kind of 
play for people to read, not for performance on the 
stage. Its format sometimes seems strange: for 
instance, the spirit of a well-known writer converses 
with a bird in front of his tomb, or an actor talks of 
his philosophy of life to an empty house. "Southern 
Tsa-chu" may not be regarded as drama in the Western 
sense because there is no conflict in it. But tradi-
tional Chinese critics believe that it is a distinct 
form of drama and Shao finds quite a few "tragedies" 




tone which is sometimes found there (6-8)• 
D, Tragedy in "Highlights from Operas"； 
According to Shao's opinion, the fourth type of 
Chinese tragedy is that of "Highlights from Operas" 
(8-10)• Shao‘s ideas are based on several sources but 
primarily on Lu Hsun‘s one-sentence interpretation of 
the genre: "Tragedy shows the audience how positive 
values in human life are destroyed ^ ^ ^ 
卞 面 贫 灭 ( f t 二 看 “(1) • Shao also refers to three 
other one-sentence statements of tragedy by Aristotle, 
G. W. F. Hegel and N. G. Chernyshevsky (工 provide 
back-translations here): 
Aristotle: 
The special effect of tragedy is that it can 
arouse pity and fear from the audience and such 
an effect appears only when the protagonist 
suffers from the fate which he does not deserve. 
( 1 ) 
Hegel: 
Tragedy originates in the antithesis of different 
ideas and forces. (1) 
Chernyshevsky: 
Tragedy is nothing but the great pain of being 
human, or the death of great men (1). 
From the definitions quoted above, it is obvious that 
Shao read the above quotes in their Chinese translated 
versions. Obviously, he did not necessarily under-
stand fully the complex nature of Western tragedy 
before he categorized and analysed his different kinds 




Tragedy is an important genre in the Western 
dramatic world and because of its complicated nature, 
the definition of such a genre has been discussed for 
more than two thousand years by Western critics 
without complete consensus. From Aristotle to North-
rop Frye, many eminent Western scholars have explored 
tragedy on different planes. Although their defini-
tions are by no means identical, these scholars give 
us a general idea of tragedy with its manifold facets. 
In order to gain a better understanding of tragedy, 
one would have to survey the most important defini-
tions presented by some of the most representative 
critics, such as Aristotle, Richard Benson Sewall, 
Geoffrey Brererton, Northrop Frye, and so on. 
Because most of the works from these scholars 
have not been translated into Chinese, critics and 
comparatists who cannot read English or other foreign 
languages, have no direct way to read and investigate 
the above-mentioned definitions. Consequently, they 
often make use of secondary sources, such as Lu Hsun‘ s 
interpretation, to serve as their definition and point 
of departure. Needless to say, these secondary 
sources are often inadequate and unsystematic. Such 
a situation impels them to create new methods when 
they deal with foreign concepts, because they simply 
do not have access to or just do not read primary 
» 
reference sources； hence, their research lacks a solid 




eminent scholar but, at the same time, he is certainly 
not an expert on tragedy. He talks about tragedy in 
his articles but never takes it as an academic sub-
ject. 
Unfortunately, the next generation of scholars 
regarded Lu Hsun»s interpretation as a universally 
applicable definition by which to measure and categor-
ize ancient Chinese drama. The lack of Chinese 
versions of major Western critical writings compels 
most comparatists of drama in China to rely on second-
ary translated sources and to create their own meth-
ods--unfortunately, these methods have little in 
common with the established methods of comparative 
literature as an academic discipline. On the other 
hand, there is something positive about this phenom-
enon, for these created methods still often provide us 
with a number of heuristic ideas about the topic, 
despite the lack of a solid theoretical foundation in 
the Western sense. This is why I have referred to 
this phenomenon as the "methods created" approach. 
Comparatists from Taiwan, on the other hand, take 
a different orientation when they research "Chinese 
tragedy", which I refer to as the "methods adopted" 
approach. Yao I-wei 構 一 考 ， J o h n Y.H. Hu tfliMt^ and 
Hwang Mei-shu can be regarded as three representatives 
with Taiwan academic backgrounds. All of them base 
their research methods on Western terms and theories, 
although their conclusions take different directions. 
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Yao asserts that there is only "a tragic sense of 
life" but no real tragedy in ancient Chinese drama 
("An Initial Exploration of the Tragic View in Yuan 
Drama" [1975]), while Hu finds that there is a "Chi-
nese tragedy" ("The Lute Song [P' i-p'a chi S/f^-i]： 
An Aristotelean Tragedy in Confucian Dress" [1971] and 
"The Lute Song Reconsidered: A Confucian Tragedy in 
Aristotelean Dress" [1975]) . Hwang also thinks there 
are some kinds of tragedy in China ("Is There Tragedy 
in Chinese Drama?: An Experimental Look at an Old 
Problem" [1979]). 
Taking Western theory as his framework, Yao first 
of all denies the existence of tragedy in China and 
points out the different origins of drama between 
Western and Chinese cultures: one derives from relig-
ious rituals and rites ； the other from courtly or 
local entertainment (441)• Secondly, he spends more 
than three pages to define the differences between 
China and the West in their philosophical views of 
nature and the world (441-44) • He then employs 
Aristotle's definition of tragedy to reconsider the 
topic and concludes that there is "a tragic sense of 
life" in Chinese drama. He further categorizes three 
major types of such a "sense" in Yuan drama: poetic 
justice from the next generation; and poetic justice 
from officials; poetic justice from the underworld 
(445). 




characteristics of a Chinese "tragic sense of life": 
conflict between the Good and the Evil ； and compensa-
tion or "poetic justice" for the Good after their 
destruction (446)• These characteristics show that 
the Chinese "tragic sense of life" is very different 
from Western tragedy: 
Plays in Yuan drama that are tragedies in the 
broader sense mentioned above must have retribu-
tion in one way or another. Cosmic justice must 
prevail as a categorical imperative. 
Consequently, China can produce neither works 
similar to Greek tragedy infused with the 
Dionysian spirit, nor the Elizabethan tragedy 
which explores the substratum of human nature. 
(447) 
By employing Western theories to explain Chinese 
dramatic practice, Yao gives a plausible explanation 
as well as throws some new light on the topic from his 
own angle. This is a typical situation comparatists 
often meet when they are trying to use Western con-
cepts to explain Chinese texts. 
"The Lute Song Reconsidered: A Confucian Tragedy 
in Aristotelean Dress" by John Y.H. Hu is another 
important contribution to the topic of "Chinese 
tragedy" in the 1970s. Hu narrows his topic to a 
specific Ming drama and focuses his method down on one 
facet of Aristotle»s definition: suffering-discov-
ery-reversal of the hero (456) • But, at the same time, 
he occasionally refers to traditional Chinese philo-
sophical views of nature and the world. By using the 
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"adopted method" of "suffering-discovery-reversal", Hu 
points out that almost every main character in the 
play is involved in a certain kind of reversal--all of 
them ultimately discover something on a psychological 
plane, and this process arouses both pity and fear 
from the audience. He divides the process into "two 
complications", which reveal the psychological dis-
coveries of Father Ts'ai o{ , Ts'ai Y u n g 每 象 ， 
the Daughter of Niu 斗，卜体 as well as Premier Niu_ 
itl'^ through their sufferings, and also those of the 
King through other people's sufferings (455-58). 
Hu not only employs Aristotle's definition of 
tragedy but also refers to the Neo-Confucianist 
cultural background of the Ming Dynasty in researching 
The Lute Song, He further provides an original 
interpretation of the play's happy ending portraying 
it actually as a tragic ending: 
Good fortune is smiling at him [Ts'ai Yung], but 
he does not feel happy； nor is the denouement a 
happy one, as critics have confidently believed 
and criticized. Stage history of the play shows 
that the last scene uses an all white decor, and 
white is the color for mourning. The subtitle of 
the last scene in editions which have such sub-
titles conveys the feeling of an endless grief. 
It refers to a classical poem with these lines: 
"the trees want to calm down, but the wind keeps 
blowing; the son wants to look after his par^ts, 
but they are dead"掛 勒 7b 阳 7 立'分孩t；^ 规 
系 ff • This poetic couplet echoes another coup-
let which Ts'ai Yung has repeatedly uttered 
throughout the play: "That the parents should 
have died of hunger and cold, when their son 
returns with fame and wealth!" These lines have 
foreshadowed the dramatic action, they now convey 
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Both Yao and Hu have endeavoured to employ Western 
concepts to analyse Chinese texts though Hu's focus 
seems to be more specific than that of Yao. He 
chooses a single play to analyse and uses one facet of 
Aristotle‘s definition as the basis for his research/ 
Hu's strategy reveals both strengths and weaknesses. 
Choosing a specific angle and using a particular facet 
of a definition have both the advantage of focusing 
closely on the topic and the disadvantage of lacking 
a comprehensive reference to the other definitions of 
tragedy made by other authorities. 
"Is There Tragedy in Chinese Drama?: An Experi-
mental Look at an Old Problem" by Hwang Mei-shu is a 
comprehensive academic contribution and it makes 
noticeable progress in the discussion of Chinese 
tragedy. Hwang holds a more sophisticated attitude 
toward the topic of "Chinese tragedy" than his prede-
cessors. He says: 
As I came to learn more about drama in recent 
years, I began to feel that whether or not there 
is tragedy in Chinese drama could hardly be 
answered by a simple Yes or No. 
Though the term "tragedy" was not used in 
the classification of traditional drama in China, 
and though there are far fewer classical Chinese 
plays that can be called tragedy according to the 
Western dramatic theories than there are in the 
West, it would be dangerous to insist that in the 
history of Chinese theatre and drama there is no 
tragedy in any sense of the word, as to be 
summarised later in this paper. (211-12) 
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Hwang summarises Aristotle‘s definition in six parts: 
plot, character, diction, thought or intellect, 
spectacle, and song. He excludes diction, spectacle, 
and song from his discussion because they are not 
considered to be "an important factor in the judging 
of a play as a tragedy or comedy". Therefore, he 
concentrates on plot, character and thought or intel-
lect, since these belong "more properly to the stage" 
(212)• Hwang concentrates on plot, character and 
thought, and concludes that the gist of Aristotle‘s 
definition, with a reference to other authorities‘ 
definitions, is as follows (211-16): 
A. The main character of a tragedy must possess 
an uncompromising will to act and an extra-
ordinary ability to suffer and struggle 
through conflict and to sacrifice himself, 
with no hope of reward, for some higher 
cause, at least what he believes to be so at 
the time of his action. 
B. The main character moves from prosperity to 
adversity and suffers inevitable failure at 
the close of the play. 
C. In the eyes of the audience, the main char-
acter grows through the process of struggl-
ing and he conquers by bearing the suffering 
'of failure. His action may, therefore, call 
for pity and fear in us because the tradi-
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deeply rooted in us will make us consciously 
or unconsciously feel pity for him when we 
"see" him suffer. What he suffers may also 
arouse fear in us when we succeed in ident-
ifying ourselves with him, or feel puzzled 
or overwhelmed by the inevitability of the 
fate brought on him by the mysterious pat-
tern of universal justice. 
Guided by these major points of view, Hwang categor-
izes Chinese-Western tragedy into five groups (216-
23): 
A. Oedipus the King, Oedipus at Colonus• and 
Yuan-chia tsai-chu [The Debtor and the 
Creditor] 蜜 象 传 主 • 
B. Antigone and Tou~0 Yuan [Tou-0 in Injustice] 
麵 i • 
C. Medea and Chao-shih ku~erh [The Orphan of 
C h a o ] 好 f b 执 望 . 
D. Romeo and Juliet and K‘una-ch'ueh tuner-nan-
fei [The Peacock Flies Southeast] X^'^t^ 
E. Aiax and Pa-wana pieh-chi [The King and His 
Lady] I ^ ^li . 
The progress which comparatists of drama in Taiwan 
have achieved when they employ Western concepts to 
analyse ancient Chinese texts from the early to the 
late 1970s, can be summarized as follows: 




an increasingly complicated way, involving 
as many facets as possible. In other words, 
they take a more and more sophisticated 
approach when they try to employ Aristotle ‘ s 
definition. 
B. They focus on the topic in an increasingly 
specific way, which can be revealed in their 
increasingly detailed categorizations. 
But there are also two major shortcomings in their 
methods: 
A. They all base their analyses on Aristotle‘s 
definition, without reference to any other. 
B. They sometiiaes put themselves into an awk-
ward intellectual position when the defini-
tion cannot fit the Chinese texts. 
This phenomenon tells us that the "methods 
adopted" approach brings up about the same number of 
problems as the "methods created" approach. Futher-
more, the core of these problems not only lies in 
methodology but also involves the purpose of Chi-
nese-Western comparative literature studies. We may 
well ask: Is it necessary for Chinese-Western compara-
tists to use the term "tragedy" to explore Chinese 
drama? And does this deference to a foreign term 
imply that Chinese drama is somehow inferior because 
scholars have a difficult time finding examples of 




II. Toward a "Specific Topic Discussion" or Toward a 
"Broad System Establishment" 
When comparatists from Hong Kong or Taiwan write 
articles, they usually narrow down their topics to 
something very specific and manageable. On the 
contrary, comparatists from Mainland China tend to 
establish a comprehensive "system of their own"遽 ^ 
when touching upon controversial issues. 
I use the expression "specific topic discussion" to 
describe the former, and "broad system establishment" 
for the latter. 
"The Characterization of Tou Ngo [Tou-0]: A Note 
on the Convention of a Genre" by Perng Ching-hsi 权 您 
, illustrates the "specific topic discussion" 
method often used by comparatists from Hong Kong and 
Taiwan. Perng takes a case study approach with a 
certain Western theoretical framework as his research 
method and makes meticulous observations about the 
characters in the play. 
Almost all agree that the characters in Yuan 
poetic drama are types rather than individuals. The 
causes behind this phenomenon have become a subject of 
speculation by scholars in recent years, and Perng 
makes his own contribution in answering the question. 
His point of view is quite original, suggesting that 
stereotype characters have almost as many advantages 
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as disadvantages in both the creative and re-creative 
processes of the drama: 
On one hand, they enable the playwright to pres-
ent, with considerable ease, his dramatis per-
sonae in a consistent and coherent fashion; on 
the other, the pre-conditioned audience may 
readily supply for itself what these type charac-
ters represent. One of the results is that the 
playwright can then concentrate more on other 
areas of the drama, such as--in the case of Yuan 
tsa-chu [Yuan poetic drama]--poetry, singing, 
dancing, the plot, the miming, and the acro-
batics: all of which are essential to the total 
theatrical experience and fullfil expectations of 
the spectator. (34-35) 
In spite of using defensive words against the attack 
on stereotype characters, Perng argues that "one must 
not think that all dramatis personae in Yuan tsa-chu 
are static and flat, that none ever grows or develops" 
(35)• He further expounds his reasons as follows: 
Exceptions, indeed, must be made for the leading 
character, who is, after all, quite a different 
species from his colleagues. In tsa-chu, prose 
and verse are shared in common by all the 
players, but in any given act the leading role 
alone sings the aria. (35) 
It is this aria in drama, an effective means to bring 
out the inner, subtle feelings or emotions of the 
singer, that puts the leading character into a devel-
oping and dynamic situation and turns him or her into 
t 
an individual with a more complex nature. 
Perng devotes only twenty-five percent of his 
paper in substantiating the above assertion and 
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another seventy-five percent to the case study it-
self--Tou-0 Yuan--analysing the complicated implica-
tions of psychological emotions revealed by the aria. 
There are at least three methodological characteris-
tics which can be distinguished: 
A. Perng narrows his topic down to a case 
study, which is the minimum unit for dis-
cussion. 
B. Through a careful analysis of Tou-0, Perng 
convincingly draws out a more general con-
clusion about Yuan poetic drama. 
C. Perng keeps his research coherent and con-
sistent, at least by Western standards, 
since he carefully differentiates the vari-
ous rhetorical devices the playwright uses: 
aria, prose and verse. He has an estab-
lished theoretical framework to accommodate 
his own ideas. 
To sum up, Perng narrows his topic down to a case 
study of Tou-0 and employs a "rhetorical device analy-
sis" as the theoretical framework, making a contribu-
tion to a more general issue--whether or not the 
characters in Yuan poetic drama are all flat. The 
core of his research method is toward a "specific 
topic discussion", and other recognized features of 
his research are simply derivations from it. 
Ch'en Tsu-wen p斤植 o f f e r s another variation in 
his "Hamlet and The Butterfly Dream". by using the 
X 
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theoretical framework of "comparable area". Narrowing 
his topic down to a discussion of two individual 
plays, Ch'en develops an exhaustive list of comparable 
points: religious background, interference of gods, 
supernatural elements such as transformation, and so 
on. Ch*en understands clearly that comparing these 
small points is not only tedious but also makes him 
vulnerable to the trap of not really having an overall 
method. Consequently, he tries to establish a frame-
work of two comparable areas for his research: love 
test and religious debate (288) • 
The theoretical framework in Chou Ying-hsiung's 
"Meng-chiao-kuan yu li-erh-wang" 叙當尊•礙a^�Stub-
born Teacher and King Lear"! is more complicated than 
the above two. Since comparing two literary works 
from different cultures risks being arbitrary and 
superficial, Chou presents a three-dimensional theor-
etical framework--structural, thematical and histori-
cal--in order to illustrate the nature of the texts he 
compares (332-55). From Ch'en»s and Chou‘s research, 
we can see that choosing an established theoretical 
framework is not only a "methods adopted" approach, 
but also a process for a "topic discussion": the 
narrower the better and the more complicated the more 
helpful. 
The c^ bove three examples all reveal basically a 
common method used by comparatists from Hong Kong and 
Taiwan: from their point of view, it is an accepted, 
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fundamental principle that when one does academic 
research, one should narrow down the topic and then 
analyse it with an established theoretical framework 
in order to draw proper conclusions. A related issue 
which these comparatists often investigate involves 
bilingual academic problems, especially problems in 
Chinese-English translation, and these can be illus-
trated by Hwang Mei-shu's "Translating the Verse 
Passages in Peking Opera: Problems and Possibilities". 
In his essay, Hwang discusses the poetic as well as 
musical aspects of Peking opera in considerable detail 
and, then, he suggests a set of rules for Chinese-Eng-
lish translators to follow. 
At first sight, one may think that Hwang only 
cares about the mechanical aspects of Chinese-English 
translation for a particular kind of Chinese drama, as 
if it had nothing to do with Chinese-Western compara-
tive literature studies. However, when one scruti-
nizes Hwang•s subdivisions such as diction and sound 
effects, the absence of first person pronouns and 
singing dialogue, one finds that Hwang‘s actual 
concern is with linguistic and cultural differences 
between China and the West (Part I, 93-122; Part 11, 
171-206) 
All the above-mentioned research corresponds to 
the second general topic Chinese-Western comparatists 
of drama focus on (see page 51): the 
interchangeability of certain basic features in 
X 
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Western and Chinese dramatic arts. Due to their 
educational backgrounds, Hong Kong and Taiwan compara-
tists frequently adopt these methods unconsciously, 
forming their own research style, while comparatists 
from Mainland China tend to take a completely differ-
ent orientation in methodology. The latter favours 
broad research topics and prefers establishing totally 
new systems within a single essay. It is not diffi-
cult to find such unusually broad titles in some of 
the short essays in recent publications from Mainland 
China. For example, “Chung-hsi-hsi-chu-i-shu kung-
t‘una-kuei-lu ch，u-t丨an" 
[The Common Grounds of Drama: China and the West] or 
"Lun Chung-kuo yen-chu-kuan te hsing-ch'eng" iSl 
落 1 • ^ 廿 5 1 ^� [ O n the Formation of a Chinese View 
of Theatre]. 
In "Chung-hsi-hsi-chu-i-shu kung-t‘ung-kuei~lu 
ch'u-t'an", Mou Shih-chin _ 妃 lists five main 
points as the common grounds for Chinese and Western 
dramatic arts: 
A. Theatre and people. 
B. Performance and audience. 
C. Entertainment and education. 
D. Authentic feeling and artificial perform-
ance . 
E. Dynamic and static situations of drama 
(1-23). 
Mou created these categorizations out of his own 
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inspiration. The scope of each categorization is so 
large and comprehensive that it needs a whole book to 
address these complex issues. But Mou condenses all 
five categories into a twenty-three page essay and 
claims to solve all the problems he has raised in its 
conclusion. And through this essay he claims to have 
established his own system for comparative study of 
drama. This representative endeavour reveals a strong 
tendency among Mainland China comparatists to estab-
lish whole systems without providing adequate support-
ing materials and sufficient understanding of related 
Western critical theories. 
Another variation of such Mainland China research 
is to alter, arbitrarily and at random, some fundamen-
tal principles of Western theories. The recent trend 
of making comparisons between different Chinese 
literary works as a branch of comparative literature 
is a good example regarding this variation. It takes 
very large academic issues as if they were readily 
manageable things: everyone can change the scope, 
nature and method of comparative literature at his own 
will. 
In "Hsi-ch'u pi-chiao-yen-chiu tsai wo-kuo te fa-
chan kai-mao" 
[A Historical Survey of the Comparative Study of 
Chinese Operas in Mainland China] , Su Kuo-jung 叙 阅 
^ ^ asserts 5 
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Although in a strict sense comparative literature 
refers to the study of literatures and arts among 
different nations, as a research method, it has 
its own origins in China from the time of the Six 
Dynasties. (98-99) 
Here, he alters and confuses the acceptable general 
understanding of comparative literature, while offer-
ing a seemingly plausible statement. On the one hand, 
Su admits that comparative literature refers to the 
study of literatures and arts among different nations； 
on the other, he asserts that such a Western academic 
discipline has its own origins in ancient China 
because in the six Dynasties there were some scholars 
using a comparative method to do academic research. 
According to this view, the comparative method can be 
just about anything, and doesn't have to be connected 
at all with comparative literature as a discipline. 
It is clear that Su» s "system" is based on a defini-
tion of comparative literature created by his own 
inspiration. 
Liu Hui's ^！又f "Chung-kuo hsiao-shuo yu hsi 
ch'u p‘i-chiao yen- chiu" ^ m f i t ^ i�疼 u 
Interchange and 
Reference between Ancient Chinese Novels and Operas] 
is a very rich research paper on the relations between 
ancient Chinese novels and operas. Liu does his 
research in a traditional way just as the drama 
critics from the 1900s to the 1960s did. Incredibly, 




comparative study of drama, implying that it could be 
a new dimension for Chinese-Western comparative 
literature studies--mixing up genres, movements, 
ideas, forms, even single works within one national 
literature. 
From the above efforts, we can summarize the 
attempts of the "broad system establishment" approach 
to establish a system of one's own into two cat-
egories: 
A. Establishing a new system without reference 
to Western literary theories. 
B. Establishing such a system with some refer-
ence to Western literary theories, even 
though the proposer of the system does not 
completely understand the theories he 
refers. 
All these academic attempts mentioned above correspond 
to the second general topic's first part--the dramatic 
and theatrical affinities between China and the West 
(see page 51)• 
The other half of the second general topic and 
the third general topic have something in common (see 
page 51) • The former refers to the formation of 
modern Chinese drama under Western influences since 
early this century, the reformation of ancient Chinese 
drama such as Peking opera from the 1950s to the 
present. The latter describes the main difference 
between Western and Chinese theatres--presentational 
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or representational一一concerned with the authentic 
nature of Chinese and Western theatre. 
Scholars from Mainland China emphasize these two 
topics more than scholars from Taiwan and Hong Kong 
do. From the 1950s to the 1960s, there was much 
debate in China about the nature of Chinese theatre; 
and from the 1960s to the present, endeavours to 
reform ancient Chinese operas have never been serious-
ly interrupted by any forces in China. Both the 
nature of Chinese theatre and the reformation of 
Chinese operas are vast topics and scholars have woven 
many aspects of their own systems within the scope of 
these topics. 
According to some scholars from Mainland China, 
the nature of Chinese theatre mainly relates to its 
"Hsi-chu-kuan"禽羞gjor "theatrical vision". This 
is a word-for-word translation and it is a term 
created by Mainland China scholars, which originally 
refers to the nature of theatre, presentational or 
representational, and eventually evolves into a large 
concept that can contain everything. Later in this 
chapter, the enlarged "theatrical vision" will be 
discussed and illustrated. Huang Tso-lin • 
establishes his own system by dividing theatrical 
visions all over the world into three categories 
represented by three masters of drama: 
A. K. S. Stanislavsky‘s vision. His theatre is 
representational and its core is the belief 
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in the fourth canvas wall. 
B. Berthold Brecht»s vision. His theatre is 
presentational and its core is the endeavour 
to overthrow the fourth canvas wall. 
C. ’ Mei Lan-fang«s 神 [ 窃 菩 vision. His the-
atre contains elements of both the 
presentational and representational, but its 
core remains in the disbelief of the fourth 
canvas wall (174)• 
Huang‘s opinion is very influential research essay and 
most comparatists of drama in China regard it as a 
milestone in the study of the nature of Chinese 
theatre• 
Sun Hui-chu (^玄：歧 develops Huang‘ s theatrical 
system into an even larger system of aesthetics in his 
"San-ta-hsi-chu-t'i-hsi shen-mei-li-hsiang ch»u-t»an" 
I 避 I 令 4 代 根 j t [The Aesthetical 
Ideals among the Three Theatrical Systems]. He 
asserts that Stanislavsky's theatrical vision repre-
sents the true, Brecht•s represents the good and 
Mei's represents the beautiful. Since they reveal 
different aesthetical values, these theatrical visions 
have prevailed in theatres of various nations and 
different cultures (185-196). 
Whether the nature of Chinese theatre is 
presentational or representational is a very compli-
cated problem and scholars may never achieve a consen-
sus.^ My interest lies in tracing some of the develop-
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ments of such a debate: the 1950s and the 1960s 
discussion of the nature of Chinese theatre triggered 
off the establishment of a system containing three 
major theatrical visions and, finally, gave rise to 
another debate on "theatrical visions" in the 1980s. 
According to the recently published Hsi-chu-kuan 
chena-mina chi /权为。、j • I [A Collection of 
Essays Debating Theatrical Visions], the term "the-
atrical vision" has considerably evolved away from its 
original meaning, which refers to the three influen-
tial theatrical schools first described by Huang in 
the 1950s. The term has manifold and illusive mean-
ings in the 1980s; it can mean vision as a kind of 
"free-style drama"； or the theatrical consciousness of 
the audience； or a philosophical orientation of drama； 
or the existing united models of dramatic culture. 
The scope of such topics becomes larger and larger and 
many of the scholars who have become involved in the 
debate reveal a conscious or an unconscious desire to 
establish their own system in the field. For 
instance, Wang Tung-chu‘ s 工 莱 " I - t , a i p‘ ing-hen-
ch'u-lun cheng-ch‘ueh-tui-tai hsi-chu-wei-chi chien-
f a n i-t,ai-hsueh" j 名 平 fit 务 槐 — — z X 劣 ^ ^ ‘ 叙 
[Toward the Establish-
ment of Artology] is a representative of how the 
author, inspired by the term "ecology", tried to 
establish an "artology" (219-226)• 
In Taiwan and Hong Kong, comparatists sometimes 
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have also touched upon the nature of Chinese theatre, 
but the scope of their topics often appears much 
narrower than that of topics chosen by Mainland China 
scholars. Furthermore, they tend to use an influence 
studies approach, which is more solid and substantial 
in the Western sense, in order to reach the core of 
Chinese theatre. The topic they often choose to 
explore is the relationship between Brecht and Chinese 
theatre. Ch'en Shu-i's [^束 意，"Pu-lai-hsi-t'e hsu-
shih-chu yu chung-kuo ch'uan t'ung te wu-t'ai i-shu" 
[Brecht, 
Epic Theatre and the Traditional Chinese Theatrical 
Arts] and Anthony Tatlow丨s "Drama and Contradiction: 
Some Western and Eastern Perspectives" are two 
examples of this kind of study. 
Ch丨en points out that, according to Brecht‘s 
point of view, epic theatre has a close relation with 
Chinese theatre (206-07)• Although Brecht‘s under-
standing of Chinese theatre also involved some misun-
derstanding, it provides the possibility to understand 
Chinese theatre in a theoretical as well as systematic 
way (225) . But if one follows the Brechtian model, 
one should first give up such cliches as "realism" 
(representational) or "symbolism" (presentational) as 
measurements for studying the Chinese theatre (225) • 
Ch*en implies that the authentic nature of Chinese 
theatre is very difficult to illustrate by modern 




and "representational". Ch丨en claims that Chinese 
theatre can be explored in an indirect way by observ-
ing its impact on modern Western drama, but does not 
give any indication how this might take place. 
Anthony Tatlow points out that when Brecht was 
looking for a method of combining the general and 
particular for his epic theatre, or dialectic theatre, 
he found that Mei Lang-fang's art might be a possible 
solution; that is, the articulation of individuality 
within the structure of traditional form (400)• 
According to Tatlow, what Brecht admired and adapted 
from the Chinese theatre was "the delineation of 
contradictions in the plots of the Chinese theatre" 
(402) • Furthermore, such an investigation can help us 
to understand the Chinese theatre from Brecht‘s 
inspiration. 
It is very interesting to see comparatists of 
drama using influence studies to reveal aspects of 
Chinese theatre, which is often regarded as something 
more appropriate as a topic for affinity or parallel 
studies. Comparatists from Hong Kong and Taiwan tend 
to explore the nature of Chinese theatre indirectly by 
narrowing their topics down to the study of authors 
like Brecht, and their research method down to sub-
stantial influence studies. This involves some new 
methodological possibilities that are quite interest-
ing but go beyond the scope of this chapter. 




topic of the formation of modern Chinese drama under 
Western influences, and the reformation of ancient 
Chinese drama such as Peking opera from Western 
perspectives, the above-mentioned differences also 
present themselves in an obvious way. Comparatists 
from Hong Kong and Taiwan tend to be more interested 
in the former topic while their counterparts from 
Mainland China focus on the latter. 
Luk Yun-tong•s 阵 1P.1 t "Chung-kuo hsien-tai hsi-
chu so shou chih hsi-fang-ying-hsiang" 须總代、辦名、 
[The Western Impact on the 
Development of Modern Chinese Drama], can be regarded 
as a representative example of the papers written by 
Hong Kong and Taiwan scholars. Luk divides the whole 
development of modern Chinese drama into four periods 
and the Western influences into two stages. By giving 
a general survey of the historical circle of world 
drama from illusionism to non-illusionism, Luk touches 
upon the nature of theatre in both China and the West 
(242-44). 
Chiao Chu-ying j 支 香 is a representative of 
Mainland China group. He not only lays emphasis on 
the reformation of Peking opera from a Western per-
spective--Stanislavsky‘s performance method--but also 
pays attention to employing some of the artistic 
features of traditional Chinese theatre to enhance the 
stage effects of modern drama (113-24; 273-97)• Here, 




Clearly, comparatists from the Hong Kong-Taiwan 
and Mainland China groups have something in common 
when trying to reveal hidden aspects of Chinese 
theatre by using influence studies. The former often 
simply lays emphasis on the Western influences while 
the latter pays more attention to the Chinese re-
influences or the attempt to combine Western and 
Chinese theatre together. In a way, this also indi-
cates that the former group usually tries to limit 
their academic endeavours to a topic discussion, and 
the latter group has the ambition to establish a 
“system" of its own. 
Ill."Application" Versus "Reference" 
As an academic phenomenon, Chinese-Western 
comparative literature studies is still quite young. 
Many problems remain to be solved, especially regard-
ing its scope and methodology. Through some experi-
mental endeavours, comparatists from Hong Kong, Taiwan 
and Mainland China have been trying to look for some 
common methods. Their different approaches are worth 
exploring and re-examining. 
In Hong Kong and Taiwan, comparatists often use 
the term '"application": the application of Western 
theories to Chinese texts, the application of Stanis-
lavsky »s theatre to traditional Chinese stages, and so 
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on. In Mainland China, by contrast, comparatists like 
to use the expression, "reference" or "borrowing" 
to describe similar endeavours they have made. The 
difference between the two lies on both terminological 
and methodological planes. 
The term "application" implies that the 
researcher bases his investigations on a method 
adopted from other countries, or rather, cultures. In 
applying Western concepts or theories, one has to use 
"adopted methods" and narrow his topic down to a 
Western standard in order to meet the method»s re-
quirements. Such research gives readers an impression 
of being scientifically organized and solidly based on 
theory, but the problem is that Western methods often 
can only partially fit the Chinese texts. This leaves 
readers as well as comparatists with a methodological 
headache. In order to partially avoid such a head-
ache, some Chinese-Western comparatists of drama try 
to employ certain facets of Western methods (though 
not in their entirety) to analyse Chinese texts. But 
the problem of adequate justification still remains. 
On the other hand, the term "reference" suggests 
that researchers base their investigation on their own 
ideas with occasional references, at least, to the 
theories of other countries. They are free to either 
restrict or enlarge their topics according to their 
purposes and they can create research methods at will. 
The advantage of such kind of research is that 
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scholars can put a lot of their insights into a single 
essay and continue inspiring their followers, without 
worrying whether or not these insights fit a certain 
theoretical framework. The disadvantages are also 
very obvious and should be avoided for, without a 
tested theoretical framework, personal insights and 
original ideas can go in any direction and lose their 
focus as well as original purpose. 
The examples in this chapter illustrate both 
advantages and disadvantages of the two diverse 
methodological orientations. The Hong Kong-Taiwan 
orientation seems to originate from a Western educa-
tional background. The Mainland China orientation 
appears to be derived from a complex network of 
reasons but can be conveniently summed up in an 
instructive Maoist slogan. The slogan prevailed in 
China»s academic world from the 1950s to 1970s--"Ku-
wei-chin-yung yang-wei-chung-yung“ 
岭 ^ H^J [Make the past serve the present and foreign 
things serve China]• Such a slogan can be traced back 
at least to the Ch»ing Dynasty. At that time, the 
famous Confucian high official, Chang chih-tung ^ ^ 
a first offered a solution for the East-West cultural 
conflict: "Chung-hsueh wei t'i hsi-hsueh wei yung••今 
FTo take Chinese culture as a founda-
tion, and. Western culture as a tool]. From then on, 
Chinese intellectuals have re-examined in every branch 
of leaning and debated what should be the dominant 
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factor--Chinese culture or Western culture? In the 
realm of methodology, there are two main groups: "I-
chung chiu hsi i-hsi chiu chung"衫斗 ^ ^ 秒 汤 ^^ 卞 
[alter Chinese culture to satisfy Western require-
ments , o r alter Western culture to meet Chinese 
requirements]. In fact, many methodological problems 
in Chinese-Western comparative literature studies 
evolved out of the above-mentioned historical back-
ground. Generally speaking, "application" falls into 
the former group, and "reference" falls into the 
latter group. 
The historical and social background help form 
different orientations for academic research and the 
contemporary academic circumstances also help form new 
orientations for the future. The twentieth century 
has only one decade left and the twenty-first will 
appear sooner than we can imagine with, perhaps, a new 
horizon for Chinese-Western comparative literature 
studies. It is thus a critical time for Chinese-West-
ern comparatists from the three different groups: to 
review and clarify their orientations ； to try and 
complement each other; and, finally, to furnish new 
insights on significant methodological issues. 
The most important thing is for both sides to be 
open-minded and see clearly the advantages and disad-
vantages 6f their respective approaches and criteria. 
Although mutual contacts and academic exchanges have 
made noticeable progress since the early 1980s, to a 
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certain extent, estrangement and misunderstanding 
still exist between the two sides. In this chapter, 
工 have not tried to gauge the positions of these 
various approaches and criteria in the development of 
Chinese-Western comparative literature studies with 
value-judgements, but merely displayed as many fea-
tures of these approaches as 工 can in order to help 
both sides to see themselves as well as others, more 
clearly and objectively. 工 also wish to raise the 
interest of other scholars to do further research on 
these troublesome but worthwhile issues. 
"Application" and "reference" are not a pair of 
antithetical concepts. On the contrary, they can 
complement each other for their mutual enrichment as 
well as open up a new orientation through collabor-
ation in establishing a more suitable and practical 
J 
methodology for the study of Chinese-Western compara-
tive literature. The only thing I would suggest here 
is that the new orientation should have its own 
theoretical justification. 
If there is no other established academic disci-
pline that can accommodate the comparative study of 
drama, it may be safest to keep it within the scope of 
comparative literature. A careful reader can easily 
find that the three general topics (see page 51) 
illustrating different approaches all fall into the 
general methods of comparative literature--influence, 
parallel, genre and interdisciplinary studies. The 
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first general topic is about genre, the second refers 
to influence and parallel studies, and the third 
includes all four methods. 
"Application" versus "reference" may establish a 
new, more satisfactory methodological orientation. 
Before reaching a satisfactory conclusion, compara-
tists of drama, as well as Chinese-Western compara-
tists in general, will continue to confront many new 
methodological problems. Their best solution is to 
seek mutual understanding, to be open-minded and 
exchange ideas with each other, and to solve every 






1 The author bases his statistics on the following 
journals and publications: Hsi-ch'u ven-chiu 
[Journal of Chinese Operas] (Beijing: Wen-hua i-shu 
ch'u-pan-she ^ 不土 
[Culture and Art 
Publishing House], 1980-90), Hsi-chu f f [Drama] 
(Beijing: Chung-yang hsi-chu-hsueh-yuan 
� ^ [Central Academy of Drama], 1979-90), Hsi-chu 
i-shu 资 务 1 楚銜[Theatre Arts] (Shanghai: Shanghai 
hsi-chu-hsueh-yuan 
[Shanghai Drama 
College] , 1979-90) , Jen-ta fu-yin-tzu-liao 人夫支卻 
凑 [Academic Essays Selected and Photocopied by 
Chinese People's University] (Beijing: Chung-kuo jen-
ming ta-hsueh v^ 间 （ 內 义 [ C h i n e s e 
People's University], 1980-90), Chung-Wai Literary 
Monthly (CWLM)中 妾冷(Taipei: Chung-Wai Literary 
Monthly Publishing House('v^ 灸 终 “ , 1970_ 
90) and Tamkana Review (Taipei: Tamkang University, 
1970-90)• 
2 As early as the beginning of this century, Wang 
Kuo-wei 王 阁 辦 had already touched upon the first 
topic of "Chinese tragedy" in Suna Yuan hsi-ch'u k'ao 
^ ij irfe [Drama in the Sung and Yuan Dyn-
asties] (Beijing: Chung-kuo hsi-chu-ch‘u-pan-she v^l切 




In the 1930s, Ch‘ ien Chung-shu published his 
comprehensive and penetrating academic essay, "Tragedy 
in Old Chinese Drama" [T'len Hsia Monthly. 1 (1935): 
37-46], which is still a landmark of the "negative" 
school. 
As for the second topic--the interchangeabi1ity 
of certain basic features in Western and Chinese 
dramatic arts--examples can be found in the 1930s. 
Both Cheng Chen-to 麥p 條 and Chu Wei-chih * fft ^ 
researched the interchange of ideas between ancient 
Indian and Chinese dramas by discussing how an influ-
ential Ming drama, P'i-p'a chi [The Lute S o n g ] 眾 良 
^was influenced by the well-known ancient Indian drama 
Shakuntala. In this regard, Cheng and Chu inherited 
the comparative tradition of inter-Asia drama study 
initiated by Hsu Ti-shan in the 1920s, and 
encouraged future generations to do further research 
on the mutual influence of dramas between different 
Asian cultures. 
The third topic, concerning the main difference 
between Western and Chinese theatre, was fiercely 
debated in Mainland China from the 1950s to the 1960s. 
Quite a few eminent dramatists such as Huang Tso-lin 
jfh and Chiao Chu-ying were involved in the 
discussion. Whether the nature of Chinese theatre is 
presentational or representational remains the core of 
/ 
the debate--which still continues. 
3 For other representative essays, see Chuna-kuo 
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ku-tien pei-chu hsi-chu lun-chi < I级 
过[Research Essays on Chinese Tragedy and Comedy] 
(Shanghai: Shanghai wen-i ch‘u-pan-she 支 為 山 
；fv^  [Shanghai Literature and Art Publishing 
House], 1983), 31-143. There was a hot debate in 
Mainland China from the late 1950s to the early 1960s 
about the nature of Kuan Han-ch'in_s 
Tou-0 
Yuan 宰 树 余 , K a o Ming,s 秦 P'i-P'a chi, T'ang 
Hsien-tsu • s !丞狗才Mu-tan-tina 牡 丹 為 and Hung 
Sheng‘s 果 符 [Peony Pavilion] Ch‘ana-shena tien妥 
/i [The Palace of Eternal Youth]. However, most 
of these scholars did not explore these texts from the 
angle of literary genre but rather from that of 
sociology. For further information on the debate, see 
Hsi-chu lun-ts'una ^ ^�贫 乂 伤嘆 [ S e r i a l Collections 
of Drama] (Beijing: Chung-kuo hsi-chu ch'u-pan-she, 
1958-62) and Yuan Mina Ch'ina hsi-ch»u ven-chiu lun-
wen-chi 1 , M ^ ^ f ^ f ^ ^ J i [Essays on 
Operas of the Yuan, Ming and Ch'ing Dynasties] (Bei-
jing: Tso-chia ch*u-pan-she 黎；^ JR 本全[Writers曹 
Publishing House], 1957). The interest in "Chinese 
tragedy" has revived since the late 1970s and the 
early 1980s in China； see Wang Chi-ssu's ^ 
"Chung-kuo shih-ta ku-tien pei-chu-chi hsu"今|翅七九 
^^[The Introduction of Ten Traditional 
Chinese Tragedies 1 (Shanghai: Shanghai wen-i ch‘u-pan-
she, 1982), 1-25. 




scholars from Hong Kong and Taiwan, see Tsen Yung-i 
冷 条 長 " C h u n g - k u o ku-tien hsi-chu te hsing-shih he 
l e i - p i e n "寸 _ t 玲 叙 刺 [Forms and Types 
of the Traditional Chinese Drama], CWLM 2.11 (1974): 
9-19; K'e Ch'ing-ming "J可秀明"Pei-chu ch'ing-kan he 
.ing-yun" t 制 — ^^处樣纽*十阁錢 
[Tragic 
Feeling and Fate], m M 5.2 (1977): 98-107; Liu 
Yen-p • ing ^  盒 "Ts'ung pei-chu ch'ung-t'u yu pei-
chu-yuan-su k»an Huang P'u-mei chih pu-fei-yen"後; 
|l m t - ^ ^ t i M ‘ 伐 - [ c o n -
flicts and Elements of Tragedy in Huang P,u-me:Ps Pu 
Fei-venl , Hsiao-shuo hsi-ch'u ven-chiu ^ ^ 
[Studies of Novel and Opera] 1 (Taipei: Linking 
Publishing House, 1988): 119-43; Luk Yun-tong's 
f "Ya-li-shih-to-te shih-hsueh chung chu-yao-p‘i 
p«ing-kuan-nien c h ' u a n - s h i h " @ 4 f 1 戈 � � tt 终 � 今 
J ^ f ^ f^itt fiff [ An Analysis of Major Critical Con-
cepts in Aristotle's Poetics1• CWLM 8.11 (1980): 
160-73. An opposite example from Mainland China is 
Ch'en To t ^ I and Ye Ch'ang-hai's asser-
tion that the Ming dramatic critic Cho Jen-yue ^ 
had already established a theory for Chinese tragedy. 
From a Western point of view, what Cho says has 
nothing to do with the concept of tragedy as a genre. 
See Ch'en and Ye's Chuna-kuo 1i-tai chu-lun-hsuan 十 fSJ 
^ Ai 0 0 jA Collection of Traditional 
Chinese Dramatic Comments] (Ch'ang Sha: Hu Nan wen-i 
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ch«u-pan-she 义餐 版 / ^丄 [ H u Nan Litera-
ture and Art Publishing House], 1987), 247-48; and 
Ye•s Chung-kuo hsi-chu-hsueh shih-kao 
[History of Chinese Dramatic Studies] (Shanghai: 
Shanghai wen-i ch»u-pan-she, 1986), 273-75. 
5 For similar examples, see John Y.H. 
Hu's t m 
一 " T h r o u g h Hades to Humanity: A Structural Inter-
pretation of ThP. Peonv Pavilion", • 10.4 (summer 
1980) : 591-608; Josephine H. Huang's f 後 ？ ^ "The 
Candida Character in Kuan Han-ching‘s The Riverside 
Pavilion", TKR 2.2-3.1 (October 1971-April 1972): 
295-308; Yu Shiao-ling 丨 s ^ ^ ^ "Dream and Real-
ity： iana menq and Kantan", T M 9.3 (Spring 
1979): 297-314; Yen Yuan-shu»s "Yellow Millet Dream: 
A Study of Its Artistry", T M 6.1 (April 1975): 
241-49; Wei Tze-yun's ^ ^ ^ "The Treatment of 
Time and Space in Peking Opera S t a g e " , 纖 12.3 
(Spring 1982): 285-93; Wang Shih-i's "The 
or The Ts'ai-ti-hsi 
私： A Discussion on Its Name", TKR 12.3 (Spring 
1982) : 267-75; Hwang Mei-shu's "A Note on Characters‘ 
Self-description in the Traditional Chinese Drama", 
TKR 12.3 (Spring 1982): 295-312. 
6 See Chung-kuo hsi-ch'u Ti-lun yp.n-chiu wen-hsuan 
^ 鄉 I 赞 > [Essays of Theoretical 
Studies on Chinese Operas] (Shanghai: Shanghai wen-i 
ch'u-pan-she, 1985), and Fan Chun-hung 询 失 
nh»u nien-chu lun-chi M ^ [Essays 
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COMPARATIVE STUDIES OF POETRY 
AND EAST-WEST HERMENEUTICAL BACKGROUND 
The methodological problems we discussed in 
Chapter Two actually come from different cultural 
backgrounds, Chinese and Western. As soon as a 
Chinese literary text enters into the new context of 
world literature, one's angle of perception on it 
shifts and its original meaning is likely to be 
diluted. Naturally, problems of interpretation thus 
appear, and the ones concerning research methodology 
follow. This is a philosophical or, rather, 
hermeneutical problem, and it considerably affects any 
kind research methodology we may choose. 
The TKR has touched upon this fundational issue 
implicitly at least, for many years, and its articles, 
especially those on poetry, have explored the 
hermeneutical nature of Chinese-Western comparative 
literature studies at every possible dimension--the 
"validity" of interpretation, the reestablishment of 
the "author's intention", the "historicity" of inter-
pretation as well as the theory of "game", "arch" and 
"appropriation". 
In this chapter, I will try to illustrate the 




tists confront by analysing the poetry articles the 
TKR published. Through such an endeavour,工 hope, we 
can provide a better point of departure to further 
studies on Chinese-Western methodology as well as its 
ideal. First of all, a brief survey should be made to 
see the Chinese tradition for interpretation which 
holds a hermeneutical nature. 
In China, the tradition of poetry interpretation 
has a history almost as long as poetry itself. The 
earliest Chinese poetry derived from oral folk songs 
which later became known in written form as, Feng 
[State Ballads], X^ 雅 [Dynastic Hymns] and Sung 亡, 
[Sacrificial Songs]• These songs were all anonymous 
and appeared around 1000 B.C. during the Chou DynastyJ 
The shift from an oral to a written raises certain 
problems. According to Paul Ricoeur, as soon as a 
poem becomes a written text and is no longer in "a 
dialogical speaking-hearing situation", its "autonomy" 
creates special problems for understanding (134)• 
Such is the case of Chinese poetry in the Chou Dyn-
asty: as soon as poetry appears in written form, it 
needs interpretation； and once poetry becomes some 
kind of classic, china ^ , hermeneutical problems 
follows. Confucius ^ ^ is the earliest Chinese 
intellectual who fully understood this situation, and 
who first opened the Chinese tradition of poetry 
/ 
interpretation. 




the above three categories Feng' Ya and Sung, when he 
edited the Shih-china. His compilation was based not 
only on their inner qualities or nature but also on 
their social functions• This can be regarded as the 
origin of Shih-hsuan chi- d' ina ch‘uan-tong Vf^ 
[the Chinese poetry interpretation tradition], for the 
selection itself necessitates analysis and interpreta-
tion. The major principle of Confucius丨 selection is 
" S s u - w u - h s i e h " 忍 装 [ i n n o c e n t thought]. 
What is meant by this expression, "innocent 
thought"? Although diverse interpretations are 
presented by different scholars, it is generally 
agreed that it refers to a certain kind of noble or 
pure humane quality, reminding people of noble charac-
ters, pure feelings, faithful actions, and charming 
ideas. Furthermore, it implies that these poems, with 
an identical nature, have determinate meanings--such 
as the above-mentioned qualities--which can be shared 
and reproduced even if their authors are anonymous. 
According to Confucius, the most important aspect of 
the nature of poetry is "Shih-yen-chih" 4 
[reveal one's aspiration and ideals]. This statement 
contains something quite similar to what E.D. Hirsch 
calls "the author‘s intention".^ After describing 
the nature of poetry and its various qualities, 
Confucius turns to the issue of function. According 
to the sage, Chinese poetry has its own communicative 




k i 七 t r a n s l a t i o n , Confucius says "Poetry can 
be used to stimulate, to observe, to interconnect and 
to grieve" The sage goes on to say "poetry is also 
useful in learning more names of plants, birds and 
anixaals § 必 ) ？> ^  ^ . ？ ^ ^ . 
The first part of the quotation suggests a 
two-way communication between the text and its reader: 
the text stimulates and interconnects with the reader 
while the reader speaks to the text about his observa-
tions and grievances. In other words, the reader 
reaches "the fusion of horizons" with the text (Palmer 
166) , and any interpretation contributed by the reader 
is influenced by the "historicity" of understanding 
(Hoy 79-100)• According to Richard E. Palmer and D.C. 
Hoy, different people may have different understand-
ings toward the same text at different times and 
places. Time is important for understanding; .or, in 
other words, understanding is nothing but instant 
meeting of horizons both of the author and the reader. 
The remaining part of the quotation does not seem 
to fit with the first part, for it has nothing to do 
with either the quality, nature or function of poetry. 
In my opinion, the abruptness here indicates that it 
refers to another new idea similar to the text and 
context notions, which are curiously similar to some * 




Throughout the Shih-china^ Confucius establishes 
an early solid foundation for the future development 
of hermeneutical approaches in criticism, although no 
one seems to have been aware that these approaches can 
be re-examined from a Western hermeneutical point of 
view until 1976.5 From the Chou Dynasty onward, 
critics have formed and followed an interpretation 
tradition of providing numerous "Chu-shu chuan-tung" 
敢 ( f i j [critical and explanatory notes to every 
classic]• Such a tradition had accommodated different 
schools of interpretation and achieved various suc-
cesses in the field up to 1919. Some schools tried to 
find the "author's intention" when they were studying 
the classics; others, on the contrary, just tried to 
fuse their own horizons with the texts. The differ-
ence between these two major schools can best be 
illustrated by statements such as "Wo chu liu-ching 
liu-ching chu wo" 代卞 ( J T ? “私、[I interpret 
the classics or the classics interpret me]6. This can 
be understood to mean that when I am interpreting the 
classics, I purposely impose my opinions on the texts; 
at the same time, the texts also influence my under-
standing with their own voices. This Chinese practice 
is just one more example of the process of “fusion of 
horizons"—both the author and the reader's under-
standings fuse together to create some kinds of new 
understanding. 




almost altered everything in China--its culture, 
society, living style, language, ideas and ideals. 
After 1919, the whole academic atmosphere in China 
changed a great deal, and at least three new 
hermeneutical movements in poetry interpretation 
arose. The first movement lasted from 1919 to 1949, 
when Chinese critics tried to use modern Western 
concepts to re-evaluate traditional Chinese texts and 
appropriate their own horizons with the texts. A 
large number of fruitful achievements took place 
during that period. With the new directions initiated 
by Lu Hsun and Hu Shih 卞f) lM^ , both Chinese critics 
and readers began to understand Ch»u Yuan as a "roman-
tic poet", or Li Shang-yin 誉 为 g务 as a "symbolic 
poet". 
The second movement lasted from 1949 until the 
late 1970s in Mainland China, and can be divided into 
two different trends. One tried to use Marxist points 
of view to interpret traditional literary texts； the 
other tried to find "the author ‘ s intention" by 
adopting the traditional way of providing critical and 
explanatory notes for the classics. It is interesting 
to see these two trends standing antithetically within 
one general hermeneutical movement. While one group 
of scholars tried to find the "sense of ordinary 
p e o p l e "今民树， f o r instance, in Pai Ch'u-i's 
^poems or class oppression in Tu Fu 's ^  poems, 
another group of scholars scrutinized the polysemic 
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meanings of a single word in a classic in order to 
reconstruct the real intention of its original author. 
The third movement stretches from the 1960s to 
the present in Taiwan and Hong Kong, and from the 
1970s to the present in Mainland China. In this 
newest movement, critics employ contemporary Western 
literary theories to analyse traditional Chinese 
texts, seeking hidden but significant meaning. One 
meets many new terms such as New Criticism, semiotics, 
phenomenology and structuralism in this ongoing 
movement• 
Strangely enough, only three scholars in this 
movement have, as far as 工 know, reminded the academic 
world about the importance of hermeneutics as a 
"science" for understanding and interpretation, when 
they are interpreting ancient Chinese texts from a 
Western perspective. These three scholars are Andre 
Lefevere, Wai-lim Yip and Wang Kin-yuen -jL V ^ - 2 - J • 
Lefevere first presented the question in 1976 in the 
TKR, under the title, "Western Hermeneutics and 
Concepts of Chinese Literary Theory". Unfortunately, 
he fell short of illustrating in detail either the 
different schools of Western hermeneutics or their 
relations with Chinese literary concepts. More than 
ten years later in 1988, Yip published Li-shih ch‘uan-
shih yu mei-hsueh 
風 之 、 1 碎 鴻 長 缕 [History, 
Hermeneutics and Aesthetics] and Wang published Hsien-
hsiana ch‘uan-shih-hsueh vu chuna-hsi hsiuna-hun kuan 
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4 ：^ 等笼也[Phenonienological 
Hermeneutics and the Concepts of Sublime in Both China 
and the West], which have served as foundation stones 
in the building up of Chinese-Western comparative 
literature studies. 
In addition to the above three scholars, other 
comparatists involved in the third movement have, to 
some extent, consciously or unconsciously, contributed 
to a hermeneutical approach. Their endeavours toward 
a new interpretation of traditional Chinese poetry 
can be divided into three groups or approaches, 
according to certain theoretical or methodological 
analogies to their Western counterparts. These 
academic features can be illustrated by representative 
articles which the TKR has published concerning this 
special area. Most of comparatists place their 
hermeneutical emphases on the following aspects: 
I. The "validity" of interpretation and the re-
establishment of the "author's intention" 
II. The "historicity" of interpretation 
III. Hermeneutical "game", "arch" and "appropri-
ation" � 
The first emphasis is best illustrated by Ch'en 
Shih-hsiang,s ^ research on the Shih-ching 
and Ch'u-tz'u ^辦 [ T h e Songs of Ch'u] . The second 
emphasis is concerned with the nature of Wang Wei's 
三 p i poetry, mainly discussed by Wai-lim Yip and 
Pauline Yu 考 ^ ^ ^ James J.Y. Liu's study of Liu 
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Yung's ^ ^ ^ lyrics serves as a good example for the 
third emphasis. The above-mentioned articles were all 
published in the TKR. 
I. The "Validity" of Interpretation and 
the Reestablishment of the "Author's Intention" 
In "On Chinese Lyrical Tradition", Ch•en Shih-hsiang 
argues: 
By sharp contrast, the Chinese critical or aes-
thetic concern in creative literature of the 
classical age was only with lyrical poetry, with 
its inherent musical quality, its subjectivity of 
overflowing emotion, of self-expression in pri-
vate or in public. Oftentimes _JLndeed, when 
Confucius spoke of poetry, shih ], in the 
Analects 詩 ] , o f its joy, pathos, propri-
ety and decorum [ another understanding and inter-
pretation for stimulation, grievance, observation 
and interconnection], we cannot be sure he was 
not speaking of its music rather than its words. 
And for�Confucius the purpose of poetry is Yen 
Chih [ ‘ ^ ] to speak out the desire, intent or 
aspiration of the heart, thus with strong empha-
sis on emotive self-expression, which is the 
hall-mark of the lyric. (22) 
Then, he concludes: 
Song, or word-music, in formal structure, and 
subjectivity and self-expression in content or 
intent, are, by definition, the two basic compo-
nents of the lyric. Shih China and Ch'u Tz'u. as 
fountain-head for the Chinese literary tradition, 
combine the two, with one or the other dominating 
each. Thus the main course of all later Chinese 
literary creativity was set, even as the tradi-
tion grew and expanded. (19) 
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Here, Ch*en‘s evaluation of the Chinese lyrical 
tradition is supported by Confucius丨 statements on 
poetry and exemplified by two ancient poetic classics, 
Shih-chinq and Ch丨u-tz 丨u. According to Ch'en, Confu-
cius' words explicitly indicate that poetry is com-
posed of both formal structure and subjective or 
self-expressive content. Further, Ch丨en believes that 
Shih-ching and Ch'u-tz *u provide a number of examples 
for the reader to trace the "author's intention", his 
aspiration and ideals. 
Although Gadamer, in his philosophical 
hermeneutics (Palmer 169), might reject the form-con-
tent dichotomy as a construction of reflexive thought^ 
Ch'en makes the subjective side of Chinese poetry more 
apparent by using such a dichotomy. Generally speak-
ing, Ch»en is closer to Hirsch than Gadamer in theor-
etical attitude although, on some occasions, he tends 
to conform to the concept of "historicity" established 
mainly by Gadamer and Ricoeur as another one of the 
foundation stones for hermeneutics. 
Chi en further discusses the origin of poetry and 
the concepts of time and space in the pre-Chin Dynasty 
period with frequent references to the "author‘s 
intention" as evidences to validate his own interpre-
tations. He does this most convincingly in three 
essays: "The Shi-china; Its Generic Significance in / 
Chinese Literary History and Poetics", "The Genesis of 
Poetic Time: The Greatness of Yuan, Studied with 
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a New Critical Approach", and "On Structural Analysis 
of the Ch'u Tz'u Nine Songs". At the same time, he 
observes that the famous Sung philosopher-critic, Chu 
Hsi [ 卑 長 ] : 
reinterpreted a good part of Mao 丨 s [ 弯 ] 
hsinq ] entities as either ei (r6- , "sim-
iles," or fu f^； , "narrations." But while on 
the one hand he reduced the old hsinq identifica-
tions somewhat, on the other he expanded the 
hsinq category in new directions by placing under 
the hsinq rubric many passages which Mao had not 
noted as such. • • • 
The "Cheng Commentaries, “ by superimposing 
Cheng Hsuan‘s allegorical interpretations on the 
Mao Annotations, literally or by implication 
multiplied the hsinq items to a great extent. 
We are not minimizing the contribution to 
Chinese poetic criticism made in terms of the 
latter-day understanding of hsinq. ("The Shih--
ching" 17-18) 
Although the purpose of Ch'en•s essay is to find the 
original meaning of hsinq. his point of departure is 
not too far from Hirsch‘s hermeneutical principles. 
When trying to reestablish the only or exact meaning 
of hsinq, Ch'en implies that its significances could 
vary according to the different perspectives held by 
interpreters in different historical periods (Hoy 
13-24; 95-100)• Inevitably, Ch丨en has to take the 
phenomenon described so aptly by Hirsch丨s expression, 
the "Cinderella fallacy", into consideration. Hirsch 




If a meaning can change its identity and in fact 
does, then we have no norm for judging whether we 
are encountering the real meaning in a changed 
form or some spurious meaning that is pretending 
to be the one we seek. Once it is admitted that 
a meaning can change its characteristics, then 
there is no way of finding the true Cinderella 
among all the contenders. There is no dependable 
glass slipper we can use as a test, since the old 
slipper will no longer fit the new Cinderella. 
To the interpreter this lack of a stable norma-
tive principle is equivalent to the indeterminacy 
of meaning. (46) 
According to Hirsch, Cinderella represents the true 
meaning and the glass slipper stands for a stable 
normative principle. For Ch'en, the true meaning of 
hsinq is Cinderella; the traditional ao-chu" 象 
[textual research], which tried to find the "author ‘ s 
intention" in the classics Ch'en dealt with, is the 
glass slipper. This tradition of "K'ao-chu" orig-
inated from the "Chin-wen ching-hsueh" 
[Contemporary School of the Confucian Classics], in 
the Han Dynasty, and reached its peak in the "Ch»ien-
chia hsueh-p‘ 
ai" 条 终 iff [school of Ch'ien and 
Chia Reign] during the Ch‘ing Dynasty. For Ch»en, 
meaning is only one, but significances can be many. 
The authors of the three hundred poems in the 
Shih-chincf are anonymous. To establish a more solid 
foundation for pursuing the "author's intention", 
Ch'en insists that "Ch丨u Yuan is not an anonymous 
product of a primitive folk culture, as some recent 
studies, seeking an easy way out of his controversial 
biographical data, tend to make out of him." ("On 、 107 
» 
I 
structural Analysis" 4) Since the "author's inten-
tion" is the only tool to guarantee the "validity" of 
interpretation, what will happen if the author himself 
is anonymous? In "On Structural Analysis of the Ch'u 
Tz'u Nine Songs", Ch'en offers an answer very similar 
to Hirsch's: 
A flying ship a hundred times faster than light 
may yet take us over 2,000 years back to see Ch'u 
Yuan actually writing them [Nine Songs]. Until 
then perhaps we can never convince the skeptics 
of their authorship, less the real personal 
intentions and the exact conditions of the 
author, when he was, pen or brush in hand, com-
posing them. But do we claim to know really much 
more of those of Homer, Pindar or even 
Shakespeare? We are agreed and sure, however, 
that these Songs were from the hand of one indi-
vidual genius, proven with a unified vision and 
an examinably consistent set of rhetoric. (11) 
This statement is not unlike Hirsch's assertion of 
detentiinacy and reproducibility. According to Hirsch, 
the "author丨s intention" refers to the meaning deter-
minacy of a text, which is regarded as the base for 
reproducibility, rather than to the text•s authentic 
author (31-44). Ch,en uses "a unified vision and an 
examinably consistent set of rhetoric" as evidence to 
prove that there exists an individual genius, but he, 
like Hirsch, still cannot get rid of the "Cinderella 
fallacy" when someone like D.C. Hoy propose the 
following‘dilemma: 
What guides the explication is the interpreter • s 






the author‘s intention. To find Cinderella--that 
is, the version that is really the literary 
text--we need only find out whom the shoe fits • 
This seems fine until we ask how we know that we 
have discovered the author‘s intention. To this 
the answer will be, try it on Cinderella. But 
now we are right back where we started, since 
the original problem is that we do not know who 
Cinderella is. Unfortunately the proof for the 
possibility of objective, valid commentary in 
Hirsch's theory hinges on the notion of determi-
nacy of meaning, and the proof of the latter 
depends on the former. (18-19) 
It is not until Gadamer that the "Cinderella 
fallacy" is broken by the concept of the "historicity 
of interpretation". There are also new terms, such as 
"hermeneutical circle", "hermeneutical arch" and 
"appropriation", which have become more and more 
popular within the field of hermeneutics. Some 
eminent scholars of Chinese-Western comparative 
literature studies, for instance, James J .Y. Liu, 
Wai-lim Yip and Pauline Yu, consciously or uncon-
sciously, have become involved in such approaches and • 
have thrown much light on the understanding of tradi-
tional Chinese texts. 
11. The "Historicity" of Interpretation 
Published in the Ch‘ing Dynasty, Chao Tien--
ch.en.s趟敉线 Wang-vu-ch•en-chi ch丨 ien-chu 
J ^ L [gomplete Works of Wang Wei with Explanatory 
Notes], has been regarded as one of the authoritative 
editions of Wang Wei's poems. In the preface, Chao 
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brings up several typical comments about Wang Wei ‘ s 
poetry made by his predecessors: 
Some of them praise his poetry for its inter-
e s t a s clear and fluent as water; others for its 
style as charming as the flowers in an autumn 
pond, smiling and swinging in the wind； others 
for its diction, presenting nature precisely as 
it really is. But in my view, none of them has 
pointed out the true essence of Wang Wei's poet-
ry--the true spirit of Confucianism inherited in 
Wang Wei's personality.寸 ^ tfi f ^ jtj；^：^ o 
绅 喷 1 勞 憂 . 芝 。 多 、 I ® 妒 f 欠 本 文 f c^ 崎r^ i 
Chao * S words reveal a two-dimensional statement. On 
the one hand, he pays attention to the "author's 
intention"； on the other, he admits that there exists 
different approaches in interpreting a single poet, 
which, in terms of modern hermeneutics, is the 
"historicity of understanding". 
As one of the major interpreters of Wang Wei ‘ s 
poetry in the modern West, Wai-lim Yip employs a 
phenoinenological approach to explain its essence in 
"Wang Wei and the Aesthetic of Pure Experience": 
Wang Wei is Nature or Phenomenon as it is: no 
trace of conceptualization. In Wang Wei, the 
scenery speaks and acts. The poet has become, 
even before the act of composition, Phenomenon 
itself and hence can allow the thing in it to 
emerge as they are without being contaminated by 
intellectuality. The poet does not step in; he 
view运 things as things view themselves. 
Williams, without too much fanfare, has 
become the priest and performer of T.E. Hulme•s 
aesthetic ideal: "Make you continuously see a 
110 
physical thing." This effect is achieved by a 
radical rejection of the abstract process of 
conceptualization that has enslaved the English 
poets since Plato. But our eighth-century poet 
Wang Wei, sanctioned by more than ten centuries 
of aesthetic agreement, has no such bondage to 
undo and has given us the same effect with much 
finesse. (199-203) 
Yip concludes by taking Wang Wei's "Niao-itiing chien" 
[Bird-singing Stream] as an example to illus-
trate his argument convincingly, also comparing poems 
written by Wallace Stevens, Gary Snyder and William 
Carlos Williams (see page 199-203)• 
But how can phenomenology, a recent philosophical 
trend in the West, explain or throw new light on 
ancient Chinese texts? Fortunately, Yip's experiment 
conforms to the "historicity" principle of 
hermeneutics, which--unwittingly, perhaps--helps to 
justify his method and lessens possible doubts in 
readers• minds. Gadamer's hermeneutics asserts that 
in interpretation "the decisive thing is neither the 
author's intention, nor the work as a thing in itself 
outside history, but the 'what' that comes repeatedly 
to stand in historical encounters" (Palmer 164). 
Since Gadamer»s hermeneutics itself is 
phenomenological, according to his principle, Yip's 
interpretation is valid as soon as his 
phenomenological ideas have encountered Wang Wei, s 
poetry in'a certain historical moment and a fusion of 
understanding between them has been made. 
With constant references to traditional Chinese 
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culture, Yip further develops his point of view: 
Wang Wei's poetry is doubtlessly bound up with 
the Taoist (in particular, Chuang Tzu,s) emphasis 
on pure experience一-experience in which we have 
no interference of intellectual knowledge. Pure 
experience means to receive the immediate presen-
tation of things； intellectual interference 
necessarily distorts the concrete data in Phenom-
enon. A poet of pure experience takes it for 
granted that every form of existence in Phenom-
enon is right in its place--none is superior to 
the other--and needs no human justification (such 
as naming, imparting meaning and ordering) for 
its being such. The poet seeks to identify 
himself with Phenomenon, which, in the Taoist 
view, is the totality of the spontaneity of all 
forms of existence, by merging with it. To 
paraphrase the words of Chuang Tzu: not to hide 
a boat in a ravine (which is only one segment of 
Phenomenon in which one tends to see it as a 
causally determined unit) but to hide Phenomenon 
in Phenomenon. (203-04) 
Here, Yip explains the nature of visual immediacy and 
authenticity in Wang Wei's poetry, not only employing 
the theory of phenomenology but also using the con-
cepts of Taoism. In Gadamer•s hermeneutics, under-
standing is always a form of dialogue: it lets the 
tradition speak to the present and realizes that this 
speaking is telling the present something about itself 
(Hoy 63) . It is clear that Yip's combination of 
phenomenology and Taoism in interpreting Wang Wei's 
poetry meets the two-fold requirement of Gadamer‘s 
concept for "historicity". 
Pauline Yu is another expert on Wang Wei's poetry 
in the West. She explores Wang Wei's poetry in a way 




Ignorance", she asserts: "a predominant characteristic 
of Wang Wei's (工 pi , 701-761) mode of apprehending 
the world is that it often begins with a journey in 
ignorance" (73) . Comparing the prose "T丨ao-hua-yuan 
Chi" 私 T ^ [Peach Blossom Spring] written by 
T»ao Ch'ien fSi 臂，Yu uses Wang Wei's poem "T'ao-yuan 
hsing" 对 [ S o n g of Peach Blossom Spring] as an 
example to exemplify her assertion, and she finds: 
The differences between the two accounts, how-
ever, are more significant than any superficial 
thematic similarities. In his prose piece the 
earlier poet reports the story in a matter-of--
fact manner； he states that the journey occurred 
sometime during his own youth (the T，ai-yuan [良 
] reign period of the Chin dynasty [376 
397]), and it may, in fact, "have been inspired 
by the report of a contemporary discovery of such 
an enclave•“ "Song of Peach Blossom Spring" 
focuses on the nature of the actual search, 
rather than the characteristics of its destina-
tion. Only because he embarks on a journey 
whose distance, route and outcome he does not 
know does the fisherman arrive at the Peach 
Blossom Spring. He proceeds without conscious 
intention and in total harmony with nature, 
passively trusting the water until he reaches its 
end, then traveling on foot along a hidden, 
winding path. Each new element of the scene 
appears as a sudden surprise. And this ignorance 
is absolutely essential； because it consists in 
a freedom from mental calculation and a sponta-
neous appreciation of and reliance on nature, it 
leads him to a true moment of intuitive recogni-
tion, a vision of purity. (75-76) 
It is interesting to see that Yu lays emphasis on the 
subjective side of Wang Wei's poetry while Yip focuses 
on the objective side. Yip believes that in Wang 
Wei's poetry, the thing, or Phenomenon, reveals itself 
without being touched by human consciousness； Yu 
� 113 
I 
argues that Wang Wei *s poetry shows its true meaning 
when subject (the protagonist or the poet) and object 
(Nature) encounter each other. 
Both Yip and Yu are original interpreters of Wang 
Wei's poetry, although their conclusions are quite 
different. They both base their researches on the 
whole Chinese poetic tradition in which Wang Wei ‘ s 
poetry exists--while also offering new interpreta-
tions. This dynamic situation is something not unlike 
the well-known "hermeneutical circle" in modern 
hermeneutics which I understand in the same way as Hoy 
explains. 
Formulated variously in different theories of 
hermeneutics, the circle generally describes how, 
in the process of understanding and interpreta-
tion, part and whole are related in a circular 
way: in order to understand the whole, it is 
necessary to understand the parts, while to 
understand the parts it is necessary to have some 
comprehension of the whole, (vii) 
M. Heidegger also believes that such a circle under-
lies all understanding, so the best path a critic can 
follow is to never try to get out of it but to come 
into it (194-95)• Gadamer further finds that the 
immanent text is both context-free and context-bound: 
It is context-free in the sense that the text is 
its own reference, and context-bound in that the 
text appears to its readers in a horizon of 
inter'est, in a context implicitly brought to the 
text by the reader. Such a context can be 
revised in terms of the text, but will always be 




between the immanence of the text's language and 
the necessary historicity of the emergence of the 
meaning of that language in interpretive under-
standing . 
The horizon of the interpreter can be 
expanded to include the horizon of the past. 
(This fusion of horizons should not be confused, 
however, with appropriating the past completely 
into one's own stance nor with knowing the past 
as it was for itself.) The fusion results in a 
new horizon. (Hoy 95-96) 
And it is quite similar to Ricoeur‘s assertion: 
According to that tradition [that of Schleierma-
cher and Dilthey], interpretation has specific 
subjective implications, such as the involvement 
of the reader in the process of understanding and 
the reciprocity between text-interpretation and 
self-interpretation. This reciprocity is usually 
known as the "hermeneutical circle" and has been 
opposed--mainly by logical positivists, but also 
for opposite reasons by Romantic thinkers--to the 
kind of objectivity and to the lack of self-in-
volvement which is supposed to characterize a 
scientific explanation of things. (134-35) 
In order to interpret Wang Wei's poetry. Yip and Yu 
refer to the traditional understandings of Wang Wei's 
poetry as well as modern Western literary theories, 
which include text-interpretation and self-interpreta-
tion. However, they also have to establish a theore-
tical framework so as to explain Wang Wei's poetry in 
a new dimension, which encounters the part and whole 
circulation. They not only fall into but also con-
sciously enter into the "hermeneutical circle". 





James J.Y. Liu's stylistic study of Liu Yung‘s 
lyrics reveals other aspects of the hermeneutical 
problem. He thinks that Liu Yung "extended the scope 
of the lyric both in its exploration of life and its 
use of language", for Liu Yung initiated a style of 
combining conventional poetic language with colloquial 
expressions in Chinese lyrical history (5-11)• 
From a hermeneutical perspective, it can also be 
regarded as an important characteristic: the differ-
ence between spoken and written language. Ricoeur 
asserts that “[hermeneutical] problems are usually 
solved in spoken language by the kind of exchange or 
intercourse which we call dialogue or conversation. 
With written texts, the discourse must speak by 
itself" (134)• The combination of spoken and written 
language in an individual lyric not only creates 
special artistic effects but also complicates the 
hermeneutical problem that the written discourse alone 
also causes. 
According to Ricoeur, "all discourse occurs as an 
event； it has an instantaneous existence, it appears 
and disappears. But, at the same time--here lies the 
paradox--it can be identified and re-identified as the 
same; this sameness is what we call, in the broad 
sense, its meaning" (136)• Wang Kin-yuen further 




event and meaning in order to make a discourse into, a 
work, and that stylistic study shows how an individual 
author * s style forms a certain language structure 
(176-77)• A good illustration of the above assertions 
can be found in Liu's "The Lyrics of Liu Yung" which 
has already been discussed. 
One of Gadamer‘s achievements in hermeneutics is 
that he re-evaluates the "play theories of aesthetic" 
and sees its "modern error of referring everything to 
human subjectivity" (Palmer 171). The "game", or 
"play", should refer instead to the way of being of 
the work of art itself: 
The game has its own dynamics and goals indepen-
dent of the consciousness of those playing. • It 
is not an object over against a subject? it is a 
self-defining movement of being into which we 
enter. Our participation in the game brings it 
into a presentation, but what is presented is not 
so much our inner subjectivities as the game: 
the game comes to stand, it takes place in and 
through us. A game is only a game as it comes 
to pass, yet while it is being played it is 
master. The fascination of the game casts a 
spell over us and draws us into it; it is truly 
the master over the player. The game has its own 
special spirit. The player chooses which game he 
will give himself to, but once he chooses he 
enters a closed world in which the game comes to 
take place in and through the players. (Palmer 
172) 
In his study of Liu Yung‘s lyrics, by exploring the 
formal features such as the combination of spoken and 
written expressions or enjambments or monosyllables, 
Liu finds that every one of Liu Yung ‘ s poems is 
nothing but a dynamic world which invites its readers 
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to come into and participate within it (18) • Liu uses 
Liu Yung ‘ s poems on city life as examples to illus-
trate his point of view: 
Again, this is not a new theme in Chinese litera-
• -ure； for instance, writers of "Expositions" (fu 
also known as "rhymeprose") of earlier 
periods such as Chang Heng (78-139) and Tso 
Ssu (250?-305?) wrote long and elaborate 
descriptions of imperial capitals. But whereas 
these writers rely for effect on exhaustive 
catalogues of details, Liu selects only a few. 
Moreover, while the earlier writers give the 
impression of being objective if not mechanical 
in their descriptions of cities, Liu imbues his 
scenes with emotion, so that the reader feels 
personally involved. For example, in the Ying 
Hsin-ch*un quoted above, we feel as if we were 
participants of the festival and not mere specta-
tors. It was even said that a lyric by Liu 
describing the magnificence of 顯 ngchow so 
excited the Chin 言 (Jurchen 女 ) ruler 
Wan-yen Liang 念 ^ ^ ^ that he resolved to 
invade the south. (^9-30) 
Here, the emotional scenes in Liu Yung‘s poems which 
hold the power to let readers feel personally 
involved, are similar to Gadamer‘s "the fascination of 
the game casts a spell over us and draws us into it" • 
The Chin ruler Wan-yen Liang actually enters into it 
so enthusiastically that he turns the "game" into 
reality in Chinese history. Liu unveils the secret of 
Liu Yung's poetry by studying its formal features, and 
such an endeavour conforms to Gadamer ‘ s game theory: 
We ask what the poems says, and we experience the 
meaning in and through the form, or we may say, 
in and through the game event of encountering the 
form, for form is event when we encounter it; we 





In seeing the analogies between work of art 
and game, and indeed in taking the structure of 
game as the guiding model of a structure which 
has its own autonomy and yet which is open to the 
viewer, Gadamer has achieved several important 
goals. It is precisely the experience of art 
which shows that the work of art is no mere 
object that stands over against a self-sufficient 
subject. The work of art has its authentic being 
in the fact that, in becoming experience, it 
transforms the experiencer; the work of art 
works. The "subject" of the experience of art, 
the thing that endures through time, is not the 
subjectivity of the one who experiences the work; 
it is the work itself. This is precisely the 
point at which the mode of being of a game 
becomes important. (Palmer 174) 
If we must take another look at James J.Y. Liu's study 
of Liu Yung‘ s poetry, we notice that an analogy to 
Gadamer‘s and Ricoeur's concept of "appropriation" 
manifests itself. At the very beginning of his essay, 
Liu claims: 
I shall first give a few of his lyrics as 
examples before proceeding to discuss his lyrics 
in more general terms. For each example, the 
following will be provided: 1) the Chinese text; 
2) a transliteration according to modern Mandarin 
pronunciation, together with the reconstructed 
Ancient Chinese pronunciations for the rhyming 
syllables in Bernhard Karlgren‘s spelling, and a 
word-for-word translation; 3) a more idiomatic 
translation, following the original line for 
line; 4) exegetical notes when necessary; 5) a 
metrical diagram showing the tone pattern and 
rhyme scheme, where 一 - r e p r e s e n t s a Level Tone 
(p'ing-sheng 寺 绿 ) , + a Deflected Tone (tse~ 
sheng ),平 a Level Tone that may be 
replaced by a Deflected Tone, +. the reversed 
capital letters are used for rhymes in the Level 
Tone, small letters for rhymes in Deflected 
Tones, O for absence of rhyme, and / for pause； 
6) a critical commentary. (1) 
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In the quotation, a strong desire to be objective is 
revealed by the first five steps Liu has taken for the 
analysis of each example; and only the last step, 
which gives a contemporary interpretation, is subjec-
tive. It is not unlike Ricoeur，s concept of "appro-
priation" . T h e traditional sense of this term is seen 
as a separate act wherein the text is made "relevant" 
to the present interests of the interpreter. Hoy 
elucidates Ricoeur * s contribution to the development 
of the concept: 
Ricoeur‘s structuralist hermeneutics seeks to 
avoid psychologism and arbitrariness by making 
the appropriation dependent on a scientific, 
structuralist, strictly intrinsic explication of 
the text. But apparently the effort has forced 
Ricoeur into a dogmatic belief in method, into 
the illusion of an objective beginning for inter-
pretation. Ricoeur does understand the principle 
of appropriation in rather traditional terms. He 
sees it as involving a struggle with cultural and 
historical distance and an overcoming of this 
distance through the "relevancy" of the inter-
pretation for the present. Appropriation is, for 
him, the goal of interpretation, the end of the 
hermeneutical arch, "the anchoring of the arch in 
the ground of the lived." (89-90) 
Liu's point of departure is very objective--the formal 
features of Liu Yung‘s poetry--while his purpose is to 
offer a new interpretation for Liu Yung's poetry, an 
"appropriation" we may call it, with the perspective 
of a modern critic. In other words, Liu sets out from 
one pole of the hermeneutical "arch", which is objec-
tive, and reaches another pole of that "arch", which 
appropriates the objective with the subjective, after 
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struggling against the historical and cultural dis-
tance and, finally, overcoming it in his research. Of 
course, Liu does not necessarily take this 
hermeneutical approach consciously, and it is only 
supposed by the author of this thesis as a critical 
possibility. 
After discussing different hermeneutical 
approaches implicitly involved in recent studies of 
traditional Chinese poetry, we confront a philosophi-
cal problem: the nature of understanding and the 
"validity" of interpretation. In both the age-old 
traditional Chinese poetry criticism and the recent 
trend of Chinese-Western comparative poetic studies, 
this problem appears repeatedly, confusing both 
researchers and readers. 
It is important for Chinese-Western comparatists 
to probe more deeply into the implications of 
hermeneutical theory when they are applying Western 
literary concepts to analyse Chinese texts. In other 
words, when one tries to gain a better understanding 
of his native literature by using a foreign perspec-
tive he should, at the same time, try to understand 
the nature of understanding itself. Other than the 
three theoretical works by Lefevere, Yip and Wang,工 
have mentioned above, there are not too many sustained 
investigations on hermeneutical issues. Nevertheless, 
the field could be a fruitful one, not only for 
theorists but also for comparatists； its potential has 
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yet to be tapped. 
The establishment of a Chinese hermeneutics is 
not an impossible dream but might, indeed, be one of 
the new orientations for the future development of 
Chinese-Western comparative literature studies. Such 
an orientation would certainly make contributions to 
all other branches of Chinese-Western comparative 
literature studies, because hermeneutics is nothing 
more than a "science" for understanding/ 
122 
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NOTES 
1 Before the Chou Dynasty, poems were mainly those 
sung or recited by folk people. Shih-china, reputedly 
edited by Confucius (551-479 B . C . )抓 务 ，is the 
first collection of poems in written form. Once Shih-
china was published, diverse interpretations about 
poems began to appear. See Lu K'ai-ju 梓 於 a n d 
Feng Yuan-chun ‘ s ^ Y ^ ^ Chuna-kuo shih-shih 
之[History of Chinese Poetry] (Beijing: Jen-min-wen-
hsueh ch'u-pan-she /C ^  ^ ^ A [people's Litera-
ture Publishing House], 1956) 9-86. 
2 According to Hirsch, in any text there exists 
meaning which can be determined and reproduced. He 
calls this kind of meaning, the "author's intention", 
and it does not necessarily refer to an actual author 
of the text. See E.D. Hirsch Validity in Interpreta-
tion (New Haven: Yale UP, 1967) 1-23. Here, the fact 
that poetry can reveal one's aspirations and ideals 
implies that in poetry there are some determined 
meanings which are reproducible. 
3 For Wong Siu-kit • s 者射絮translation, see Ch'en 
Chung-Shu‘s "Poetry as a Vehicle of Grief [Shih ke i 
yuan 从终 ] , " R e n d i t i o n s 21-22 (Spring-Autumn 
1984) 23. 




view, "text" is something written with an autonomy of 
meaning (at least a set of sentences), which autonomy 
creates problems in interpretation； "context" refers 
to something before or after a certain text, helping 
to fix its meaning. See Paul Ricoeur, The Philosophy 
of Paul Ricoeur (Boston: Beacon Press, 1978) 134-48. 
5 After doing extensive research in the sources 
available to me, I take Andre Lefevere as the first 
one in our field who espoused the use of Western 
hermeneutics to restudy Chinese literary texts. See 
Andre Lefevere, "Western Hermeneutics and Concepts of 
Chinese Literary Theory," TM. 6.2-7.1 (October 1975-
April 1976)： 159-88. 
6 A vivid illustration and explanation can be 
found in K'ang Yu-wei ‘ s p ^ . "K' ung-tsu-kai-tsu-
k'ao hsu••扑队 [ Introduction to Research on 
� Reforms by Confucius], See Chuna-kuo li-tai che-
hsueh wen-hsuan ( 预 辑 H � 始 ^ ^ L ^ J Selective 
Essays from Traditional Chinese Philosophers] (Bei-
jing: Chung-hua shu-chu [Chinese Publishing House] ^  
< f 
_ ^家為 , 1 9 6 3 ) 262-70. 
7 It is worth reminding comparatists who wish to 
probe more deeply into these problems that, original-
ly, hermeneutics was a term used to discuss various 
interpretations of the Bible, In this century, it has 
been developed by D.E. Schleiermacher, William Dil-
they, Martin Heidegger, H.G. Gadamer, Paul Ricoeur and 









 ^ ^ ； 








 f t . 
, -
 .
 、 、 . 2 
. . . : . .
 」 . . . • * • . . . 
. >
 ‘



















 . . .
 . .
 . ” 
, .
 .
 . . 
. . . -



















 r ? .
 - , . - ’
 . .


















 、 - �
 ..-V
 r : : 














































 - v '
 •
 V
 i ^ T





 . . V
 “ . 
- -
 . . . .
 - .


































 . 、 ： .


















































 . . .





 “ ： • .
 ， ：
 .

























 ： ” "
 一 \ 、 . . 




 ： < c : i :








 - - i r
 •:,.、；
 . r





















• : > . . - . - = . . .





 . ^ . - v
 .
 . 4 。 卞 ：
 、
 / . . . A - “ 二 
i . ,
 - J l
 '
 >••••.



































































 . / r ^
 i 














 - ； v n 
————• ‘ “ 
CHAPTER FOUR 
COMPARATIVE STUDIES OF FICTION AND 
EAST-WEST 工DEALS 
After discussing methodological problems and 
their hermeneutical roots in culture and philosophy, 
it is quite obvious how great a difficulty the actual 
"application" endeavour faces. In "Toward World 
Literature", published in the T M in 1976, Harry Levin 
offers an amusing analogy which I paraphrase to 
illustrate vividly the situation Chinese-Western 
comparatists might confront: For Westerners, to 
compare Chinese literary concepts with those of their 
own culture is much like a Pickwickian journalist 
faces with the assignment of preparing an essay on 
Chinese metaphysics. He ingeniously consults separate 
encyclopedia articles on China and on metaphysics and 
then weaves them together (21)• Following up on 
Levin's words, I should say, for Chinese scholars, to 
apply Aristotle‘s theory to Li Po's 告 冷 poetry is no 
other than "judging a citizen by the laws of a country 
other than his own" (26)• 
Members of the first group of comparatists Levin 
describes are those who rather recklessly "created" 
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literary concepts together without exploring their 
cultural roots. The second group of comparatists 工 
illustrate consists of those who "adopted" foreign 
methods by rashly applying them directly and mechan-
ically to the Chinese texts. 
This situation is quite similar to some of the 
methodological differences between Mainland China 
comparatists and those from Hong Kong and Taiwan. On 
the one hand, the Mainland China group is very similar 
to the Pickwickian journalist who weaves Chinese and 
Western materials together in an unsatisfactory 
patchwork way when "creating" its own system; on the 
other hand, certain members of the Hong Kong and 
Taiwan group are quite like judges who apply foreign 
laws to a local case when they "adopt" Western the-
ories to analyse Chinese texts. Consequently, their 
conclusions often fit neither Western nor Chinese 
cultural backgrounds. 
There should be some "middle of the road" way to 
solve this key problem on both a methodological and 
hermeneutical l e v e l D u r i n g the past twenty years, 
Chinese-Western comparatists have been seeking sol-
ution practically as well as theoretically, and it has 
become one of the major challenges for these compara-
tists. 
In 1976, Wai-lim Yip, presented the "Models" 
theory in his influential article published in the 
TKR: "The Use of 'Models' in East-West Comparative 
1 2 7 
“..——一 “ ― _ - - • ——-——'• - — _ __ 一 — • . • i 
Literature.“ His theory attempts to suggest a sol-
ution for the above problem, and it is, perhaps, one 
of the points of departure to reach the "ideal" of our 
academic field. Such an "ideal" should include: 
possible solutions to the theoretical and methodologi-
cal problems Chinese-Western comparatists confront as 
well as a new orientation for comparative literature 
in the Chinese-Western field. In other words, Chi-
nese-Western comparative literature studies should not 
only justify its own theoretical and methodological 
validity but also suggest something new to the aca-
demic discipline of comparative literature as a whole. 
At the very beginning of his article, Yip uses a 
fable to illustrate his main idea: 
Once upon a time, there lived under the water a 
frog and a fish. They often played together and 
became fast friends. One day, the frog jumped 
out of the water and roamed for a whole day on 
earth. He saw many new and fresh things such as 
people, birds, cars, etc. He was totally fasci-
nated by them and hurried back into the water to 
recount his new discoveries to the fish. Seeing 
the fish, he said, "The world on land is simply 
marvellous. There are people, wearing hats and 
clothes, with sticks in their hands and shoes on 
their feet. “ As he was so describing, there 
appeared in the fish's mind a fish, wearing a hat 
and clothes, with a stick under its fins and 
shoes dangling from its tail. The frog con-
tinued, "There are birds spreading out wings 
flying across the sky.“ In the fish»s mind now 
appeared a fish spreading out its fins flying in 
the air. "Then there are cars rolling upon four 
wheels. “ In the fish's mind emerged a fish 
rolling on with four round wheels. (109) 
This fable raises an important question about Yip's 
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"model" concept, a structuring activity through which 
new materials fit into a certain form. The fish, 
without having seen people, has to rely on its own 
model, to structure its conception of man. Yip's 
"models" theory is an explanation of mental construc-
tions, an interpretation of the thinking process. In 
the human world, it is a problem between language and 
the world: people using different languages may have 
different "models"——mental constructions--toward the 
world, so they understand the world from diverse 
angles. Generally speaking, there are two major 
linguistic systems in our world which emerge as 
particularly important——the Western alphabet and the 
Chinese character. Naturally, those "different 
linguistic systems-一the frog‘s and the fish's sys-
tems"--create different "models". 
A. Owen Aldridge condenses Yip's point of view 
when he favorably evaluates Yip's ideas: 
He [Yip] argued that people have different per-
ceptions of reality according to the culture in 
which they live and that these differences are 
reflected not only in their responses to lin^is-
tics but also in the miniature of linguistic 
symbols themselves. The two major systems of 
this kind are, of course, the Western alphabets 
and the Chinese ideograms, and each functions in 
a different way. The use of words or "alphabet 
thinking tends toward elaboration of abstract 
ideas, analytical discursiveness and syllogistic 
progression" ； whereas the use of ideograms per-
mits ‘the thinker "to perceive concretely in 
images and objects, to arrest things in their 
simultaneous multiple spatial relationships, and 
to suggest and represent an abstract idea by 
keeping close to the total environment captured 
� in a composite image." (485-86) 
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The question Yip raises and Aldridge explains is 
very hermeneutical• Understanding is historical, 
cultural, and linguistic. The "author's intention" 
can only be found through a “ fusion of horizons" 
between the text and its readers. Different readers 
have different "horizons" so they create different 
models of perception in order to understand the same 
text. But how to find a common ground between differ-
ent models and make the research on Chinese-Western 
topics possible? Yip offers us a chart to illustrate 
his ideas which I reproduce in Figure I: y 
To arrive at a universal base for discussion and 
understanding, it is dangerous to proceed from 
only one model ； we must begin simultaneously with 
two or three models, using comparison and con-
trast and with full respect and attention to the 
indigenous "peculiarities" and cultural "anoma-
lies." 
If we use two circles to illustrate this. 
Circle A representing one model and Circle B 
another and C, the shaded overlapping part of the 
two circles representing resemblances between the 
two models, then C is perhaps the base for estab-
lishing a fundamental model. We must not apply 
all the structuring characteristics of Circle A 
onto Circle B or vice versa. Quite often, the 
unoverlapped parts, i.e., the divergences, as a 
contrast, can bring us closer to the root under-
standing of the two models than the resemblances. 
We must try, first and foremost, to command the 
working dynamics from the basic differences of 
the two models, defining them from their indigen-
ous sources, both from within and without, by 
comparison and contrast, setting up any fundamen-
tal universals. (118-129) 
t • 
Yip's idea appears to be very original and his sol-
ution is quite inspirational. Because of linguistic 







、 1 3 1 
« 
~ “ • '““ ‘ “ . ““ • — 一 •一•—••* “ “ • • 一 ~ — - ^ ― — — —— — •_ »_..•• .1 —.•• •...,. — . - ,., .•…• ^ ^ ^ ^ ^ - — .. . , . . 
differences, different nations have their own angle of 
world perceptions and this has formed various "models" 
which are represented by the two individual circles in 
the chart. When comparing the unoverlapped parts, 
according to Yip, we should pay much more attention to 
the divergences than the resemblances. The dichotomy 
of the overlapping and the unover lapped area in the 
chart is very important一-this strategy can help us to 
avoid falling into the trap of methodological con-
fusion. 
Yip's "models" approach also explains why both 
the methods "adopted" and "created" fail to offer a 
satisfactory answer to the problem of "Chinese tra-
gedy" • Western tragedy and ancient Chinese drama 
belong to different historical, cultural as well as 
linguistic backgrounds； only small parts of their 
characteristics overlap with each other. The fact 
that they belong mainly to unoverlapped areas explains 
why the "methods adopted" approach cannot justify 
itself methodologically. 
Furthermore, the unoverlapped area between the 
two is so large that any "methods created" approach 
will certainly meet with theoretical challenges from 
the academic world which would be hard to answer. 
However, these small overlapping and large unover-
lapped areas provide scholars with plenty of scope to 
engage in both comparison and contrast studies which 
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Western cultural roots happen to be. 
Thus, the comparative study of tragedy is 
hermeneutically worthwhile, although it confronts us 
with many troublesome methodological problems. In 
fact, Yip's methodological analysis is based on his 
hermeneutical insight. Understanding depends on a 
fusion of horizons between the text and the reader and 
such a "fusion" must be historically, culturally and 
linguistically reliable. In other words, a reader can 
understand a text only when he makes reference to his 
own historical, cultural and linguistic background. 
These references have formed both the overlapping and 
the unoverlapped areas in Yip's chart, and this basic 
hermeneutical paradox is not a problem that can be 
solved simply by certain "adopted" or "created" 
research methods. Here, Yip combines the methodologi-
cal and hermeneutical problems we encounter together 
and touches upon the core issue--"models"in our 
field. Different models inherited from different 
hermeneutical traditions not only raise difficult 
methodological issues, but also provide some possible 
solutions to these issues. 
In his "models" article, Yip further elucidates 
his point of view: 
For example, if we should compare the perspective 
and temporal structure between Cubism and clas-
sical Chinese landscape, (for the present pur-
pose, let us focus only on the most salient 
features) , it is not difficult to detect that 
both employ the technique of multiple perspec-
X 
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tives or revolving perspectives as their composi-
tional axes and both aim at the recomposition of 
synchronous moments of visual experience to 
constitute the sense of totality. And yet, there 
is between them such difference; • • • But here 
we must ask: Why fragmentation in the Cubist 
paintings? Is fragmentation the reflection of 
mechanistic reality? Why no fragmentation in 
classical Chinese paintings? Each rock, tree or 
mountain is realistically alive. Is it the 
reflection of the Chinese aesthetic emphasis on 
the self-so rhythmic vitality of natural objects? 
The answers to these questions must come from the 
understanding of both the historical morphology 
and the aesthetic structure of both models. 
Besides pointing out common elements between the 
two circles, the overlapping C, we must reach 
back to the indigenous sources of Circle A and B. 
Thus and only thus can we avoid the pitfalls of 
"commonplace comparisons" of the early East-West 
comparatists• 
For the East-West comparatists of nowadays, 
it has become even more imperative that they 
develop this awareness of models, particularly 
when neither of the two cultural horizons has 
extended itself enough to absorb and include the 
circumference and structuring activities of the 
other. We have often come across these attempts: 
"The Romantic Poet Li Po," "Chu Yuan Viewed from 
the Western Romantic Tradition," etc. Since we 
do not have a Romantic movement comparable to the 
European dimensions in our classical Chinese 
period, we must first grasp the indigenous source 
of the Western model if we are to apply it at all 
to the Chinese works. (122-23) 
The "models" theory offers a possible solution to 
the methodological and hermeneutical problems we 
discussed in previous chapters, and, according to Yip, 
Chinese-Western comparatists should focus on the 
overlapping part of the chart and explore the unover-
lapped part simultaneously while they are studying any 
specific topics in the field. Thus, they can avoid 
the "Romantic Poet Li Po" fallacy and jump out of the 
"methods created" as well as the "methods adopted" 
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trap. Finally, they may come closer to the goal of 
fruitful cultural exchange and interchange by arriving 
at a better understanding of both models through 
mutual respect, mutual adjustment and mutual absorp-
tion. 
Taking this as our point of departure, the 
methodological problem we encounter is no longer 
simply "methods created" or "methods adopted". 
Comparatists always have to create something while 
adopting a foreign model, and also have to adopt 
something while creating their own method. But, 
before you create or adopt anything, you must be sure 
that you are dealing with a topic which falls into the 
overlapping area and can be contrasted by the unover-
lapped area in Yip's chart. 
In short, the "models" theory opens up new vistas 
by shifting our focus from theory and method to 
"area". First of all, when investigating particular 
cases between cultures, Chinese-Western comparatists 
should differentiate the overlapping area and the 
unoverlapped area； then, decide which methods to use 
as well as how to use them in different areas. For 
instance, we can use "adopted methods" mainly in the 
overlapping area for this area provides Chinese-
Western studies with common grounds, and use "created 
methods" 'basically in the unoverlapped area for 
contrasts between Chinese and Western cultures. To 
sum up, one's whole research approach should be first 
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based on searching for proper areas of investigation, 
and then move on to choosing suitable methods. 
However, while Yip's theory offers a new orienta-
tion and a general principle, it does not lay out 
concrete and practical ways or rules for Chinese-
Western comparatists to follow. Following Yip's 
"models" theory, an immediate question is, how does 
one deal with the relationship between area and 
method. Useful as it may be, the "models" approach 
fails to further suggest some proper "practical way" 
for Chinese-Western comparatists to reach their 
ideals. Without such ways, the "models" theory is 
only a "theory", but cannot solve practical problems 
in methodology. 
During the past fourteen years, Chinese-Western 
comparatists have developed some practical criteria, 
consciously or unconsciously, to reach the above-
mentioned ideal, and their achievements can be clearly 
seen from both the articles published in the TKR and 
other sources. These Chinese-Western comparatists 
have, built on Yip's "models" theory because they have 
not only taken the "models" into consideration, but 
also, through continuous experiment, developed some 
kind of additional "theoretical framework", to provide 
themselves with a practical way to justify their 
research methods• 
These "theoretical frameworks" can be taken as 
"theories in the overlapping area but with references 
、 
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to the unoverlapped area•“ First of all, we must 
choose theories, as our research tools, with plenty of 
common ground in the overlapping area. In other 
words, these theories we choose should be generally 
acceptable by both Chinese and Western cultures. 
Meanwhile, these theories may be allowed, if not 
altogether encouraged, to have some features which are 
particularly to either one or the other culture. Such 
a kind of "theoretical framework" can help Chinese-
Western comparatists to investigate comparisons as 
well as contrasts, so that these comparatists can not 
only avoid methodological confusion and justify the 
theoretical validity of their "framework", but also 
guarantee their endeavour to reach a worthwhile goal. 
Thematology and narratology are just two examples 
of the above-mentioned "theoretical frameworks"• 
Thematology and narratology have been articulated 
mainly by Western literary theorists, but there are 
similar precedents that can be found in Chinese 
literary history. Consequently, thematology and 
narratology can be located in the overlapping area, 
for such ideas do have a connection with Chinese 
cultural roots in some way. These two "theoretical 
frameworks" can be best illustrated, perhaps, by this 
fiction chapter, because these two "theoretical 
frameworks" are related most closely to fiction. A 
large percentage of thematological studies focuses on 
fiction,2 furthermore, narratology have naturally 
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connected with fiction in one way or another. Thus, 
we can subdivide this chapter into two parts: Thema-
tology and Narratology. Those two "theoretical 
frameworks" will be discussed in detail to show how 
they represent the ideals of many Chinese-Western 
comparative literature studies which have evolved 
since Yip's "models" theory. 
I. Thematology 
Thematology is an approach which studies literary 
themes and motifs. Some scholars focus on certain 
established types such as Ulysses, Don Juan or Faust, 
while others explore more general ideas, for instance, 
suicideThematology belongs to Geistesaeschichte 
inasmuch as it can overlap many geographical regions 
such as Europe, Asia and Africa, as well as interdis-
ciplinary areas including philosophy, history, psy-
chology and ideology. The methods of thematology 
appear to be quite concrete because a theme or motif 
is traced as it moves from country to country, culture 
to culture. But, generally speaking, up to the 1970s, 
thematologists usually focused their studies only on 
themes within the Western world and seldom touched 
upon examples from Eastern countries. 
Among all the journals concerning Chinese-Western 
comparative literature studies, the T M is, undoubted-
ly, the one that lays the earliest and strongest 
X 
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emphasis on "Thematology: East and West". In the 
early 1970s, the TKR began to publish articles con-
cerning thematology. It is especially noteworthy 
that, in volume 14 (Autumn 1983-Summer 1984) , the TKR 
devotes a whole section to "Thematology: East and 
West", based on the fourth international conference 
held in 1983. With nine articles contributed by five 
Chinese and four foreign authors, this section reveals 
four aspects of thematology East and West: general 
introduction; certain themes or literary figures 
either in the East or in the West; Chinese literary 
elements in some Western texts； Western classic tales 
in both the East and the West. 
It seems to have been one of the TKR's editorial 
policies to publish articles on a certain topic in 
order to discuss it in the most comprehensive and 
thorough way. As we have mentioned, apart from this 
special section in volume 14, the TKR showed an early 
concern with the topic from the time it was founded in 
1970• Before 1976, the TKR offered at least fourteen 
articles on thematology, most of them related to 
Chinese and Western issues, with a spectrum extending 
from Chinese-Western Utopian traditions to the evol-
ution of "Pai-she-chuan" [The white serpent 
legend]• These articles fall into the following 
categories: 
A. Certain literary traditions of China from a 
Western perspective, such as Utopia, quest, 
I 
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and the dream adventure tradition. 
B. Some Chinese-Western common literary motifs 
or themes, for instance, grass, time, love, 
hermit and sufferer, 
C. Study on the evolution of traditional Chi-
nese legends； for instance, the "Pai-she-
chuan". 
From 1976 to 1982, the TKR published more 
articles which also fall into the above three cat-
egories: the East-West Utopian tradition (Category A)； 
the theme of time (Category B)； the self-image as a 
theme (Category B); the evolution of the legends of 
Meng Chiang-nu 夸 a n d the Wolf of Chung-shan f 
I Ia^ I. , and Hsueh Jen-kuei 裔 a n d Hsu Ti-shan 
If I ^ (Category C) • 
Based on a preliminary analytical and statistical 
study, 工 believe that the above-mentioned three 
categories can cover almost all of the variations of 
the articles which appeared in the T M on thematology 
from 1970 to 1982. 
In its special section of 1984, the T M provides 
us with a slightly different classification for 
thematology East and West. Combining these two 
categorizations (the one before 1982 and the one in 
1984), we get the following categories: 
A. 'Themes within either the Eastern or the 
Western worlds. 
B. Themes across East and West. 
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C. Chinese themes in Western perspective. 
D. The evolution of Chinese themes in its own 
age-old literary tradition. 
Before discussing the above categories, we should 
observe that the main subject of thematology in 
nineteen-century Germany was originally referred to as 
"folklore". German scholars investigated folkloric 
thematology in its varied evolutions within European 
cultures. It was not until the late 1960s that 
scholars like Harry Levin and Ulrich Weisstein brought 
it into greater province in comparative literature 
circles/ From then on, its scope was no longer 
confined to folklore and became broad enough to 
accommodate both literary types and abstract ideas 
such as suicide. 
Compared with Mainland China scholars, compara-
tists in Hong Kong and Taiwan seem to lay much more 
emphasis on literary themes rather than folklore 
studies, at least in the articles covered by the TKR. 
The topics they choose are often the themes of lament . 
in traditional poetry, Utopian ideas in ancient tales 
or the lives of hermits in other literary texts. In 
categories B and C above, for instance, there are 
quite a few works published in the T M which deal with 
certain themes in poetry such as "The Theme of Love in 
Chinese Poetry"^ and "The Tradition and Variation of 
Autumnal Lamentation" 
In Mainland China, on the other hand, scholars 
V 
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have emulated the practice of early comparative 
studies in the West by paying much more attention to 
folklore studies, mainly in tale-collecting, source-
hunting and the first-hand compilation of raw 
materials, especially from China•s many minority 
groups whose population number in the millions. In 
fact, Mainland China scholars put most vernacular 
tales into the category of "folklore", from "Liang 
Shan-po yu Chu Ying-f a i " 喊 彳 f ^ J ^ j b ^ i [Liang 
Shan-po and Chu Ying-t'ai] to Wang Chao-chun 仔货^^  
• Some well-known examples are: the tales in Ta-T‘ancr 
hsi-vu chi [Records of the Western 
Areas of the T'ang Dynasty Territory] ； the many well-
known Six Dynasties Marvellous Stories 今 翻 法 + 电 
and Tiang Tales with an Indian origin; and 
similar stories in both Chinese books and The Arabian 
Nights. 
All of these stories could also be taken as 
topics for thematological research, but the contri-
butors and the editors of the T M have only made use 
of a very few. It is clear that comparatists from 
Hong Kong, Taiwan and Mainland China emphasize differ-
ent aspects of thematology as it is understood in its 
enlarged sense. The Hong Kong-Taiwan group shows more 
interest in the general and modern aspects of thema-
tology, which have been espoused by Harry Levin and 
Ulrich Weisstein since the late 1960s. The Mainland 
China group, on the other hand, pays more attention to 
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concrete particulars and traditional aspects, which 
focus on folklore. 
In addition to the differences in scope, compara-
tists from Hong Kong, Taiwan and Mainland China also 
take different approaches toward Chinese-Western 
thematology. The Hong Kong-Taiwan group and the 
Mainland China group represent two antithetical 
academic poles. The former tends to conduct its 
research more along the lines of affinity orparallel 
and interdisciplinary studies, while the latter sticks 
to the more traditional influence studies. Here, both 
groups are able to justify themselves methodologically 
because thematology can accommodate different 
approaches such as influence, affinity or parallel, 
and interdisciplinary studies within its scope. Thus, 
we can see why thematology remains one of the ideal 
"theoretical frameworks": its clearly defined research 
lines assist comparatists in avoiding methodological 
confusion. 
Our analysis concerning Chinese-Western thema-
tology reveals two necessary characteristics for an 
ideal "theoretical framework": "concreteness" and 
"compatibility". First of all, thematology can 
maintain a concrete nature if based on solid influence 
studies ； this approach not only fits studies of the 
evolution'of the Don Juan theme in European nations, 
for instance, but also is suited to the tracing of 
variations of the "Chrysanthemun Tryst" (ghost-friend-
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ship) type tale in the East-Asian region. At the same 
time, it enjoys a compatible nature by being able to 
accommodate a variety of different approaches such as 
affinity and interdisciplinary studies which are 
mutually complementary. 
Admittedly, because of its "concreteness", influ-
ence studies can be applied to Chinese texts without 
distorting the "authentic truths" of Chinese litera-
ture and can illustrate them from a new angle to avoid 
methodological confusion as well as hermeneutical 
fallacies. Concrete things are difficult to be 
distorted. People can only change them slightly in 
minor points to fit the new environment they confront. 
But comparatists have to be very careful when they 
make such changes or adjustments. For instance, the 
methods for tracing journey themes appear to be quite 
specific and concrete. Journey stories, for instance, 
will have much in common about the specific details 
regarding hardships and obstacles, but sensitive 
comparatists will see these details as parts in 
larger, culture-specific wholes (eg., China‘s Hsi-vu 
chi and England's Westward Ho!). 
In my opinion, Chinese-Western comparative 
literature studies needs more concrete than abstract 
"theoretical frameworks". For instance, in analysing 
Chinese fiction, thematology is concrete enough though / 
a phenomenological approach seems a little bit too 
abstract. Furthermore, some modern theories of 
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narratology seem a more apt approach in analysing 
Chinese fiction than semiotics. Both phenomenology 
and semiotics, in the modern world, have developed out 
of Western philosophies, quite different from ancient 
Chinese culture and, perhaps, too "abstract" for most 
Chinese people. Meanwhile, the "compatibility", which 
will be discussed in detail in the narratology sec-
tion, provides Chinese-Western comparatists with a 
larger scope to do comparative research. The crucial 
point is that these two elements--"concreteness" and 
"compatibility"--should be complementary (not anti-
thetical) ,within a single "theoretical framework"; 
thus, we may find a more successful way to establish 
an ideal for Chinese-Western thematology. 
To sum up, two main qualifications Chinese-
Western "theoretical frameworks" should have are 
"concreteness" and "compatibility". These qualities 
make it possible for comparatists to see more clearly 
the similarities. in the overlapping area as well as 
the differences in the unover lapped area by comparison 
and contrast. 
11• Narratology 
Chinese-Western narratology provides comparatists 
with another "theoretical framework" which can justify 
its methodological validity for many reasons. 
First of all, one may observe that Chinese and 
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Western novels have a quite similar origin. In "Full-
length Hsiao-shuo [ 4 兮 U ] and the Western Novel: 
A Generic Reappraisal", Andrew Plaks indicates the 
similarity between the relationship of the novel and 
epic (epic romance novel) in the West and that 
of the hsiao-shuo and history (history vernacular 
tales hsiao-shuo) in China: both of them have a 
narrative tradition inherited from either epic or 
history so that Western narrative theory may fit the 
overlapping area for Chinese-Western comparative 
literature studies. 
Apart from the historical similarity of the 
genre, there is another common ground for Chinese-
Western novels and short stories: certain similar 
narrative devices. In the West, we have the concept 
of novel and short story； and in China, the hsiao 
shuo. which contains minor different meanings and has 
diverse implications. However, all of these forms, 
novel, short story and hsiao shuo, are narratives. 
Much of narrative theory in the West can fit and 
explain Chinese texts in a convincing way, although 
minor differences always exist between the two tradi-
tions. 
The TKR pays considerable attention to theoreti-
cal issues regarding Chinese-Western narrative 
studies. 'As early as the mid 1970s, the TKR published 
two important contributions on the above issue: Andrew 
Plaks‘ "The Problem of Structure in Chinese Narrative" 
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and John C. Y. Wang»s H ^ f "The Nature of Chinese 
Narrative: A Preliminary Statement on Methodology" 
These two pioneering articles were instrumented in 
presenting the question of "Chinese narrative" to the 
academic world, and encouraged other scholars to do 
similar research. 
Other important articles which appeared in the 
TKR during the early and mid 1980s, were, for 
instance, Chang Hui-chuan's 玄 抑 " C h i n e s e 
Fiction: A Tentative Generic Appraisal", Lubomir 
Dolezel's "Towards a Typology of Fictional Worlds" and 
Duncan H. Campbell»s "The Techniques of Narrative: Mao 
Tsung-kang [ 询 ] a n d The Romance of the Three 
Kingdoms [ 二 ® These three articles 
devote themselves to some specific problems about 
Chinese narrative and reveal a tendency to narrow down 
its research scope--from general survey to typology to 
narrative device studies. 
These articles also provide something of a 
theoretical foundation for Chinese-Western narrative 
studies, because they have gradually narrowed their 
focus down to "narrative devices". Such devices are 
an important illustration for the "theoretical frame-
work" of narratology; they also have the advantage of 
being concrete enough for comparatists to do research 
within the overlapping area. "Narrative devices" have 
become one of the most essential units for narra-
tological analysis. Most narrative theories touch 
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upon such "devices" in one way or other. So they are 
"concrete", and, at the same time, "compatible". For 
instance, Sherman Han's ；如壽4 "The Comic Devices in 
Hsi-vu Chi", which 工 will discuss in detail bellow, is 
concrete because it focuses on a specific narrative 
device--the comic device--and compatible because it, 
at the same time, refers to the novel's theological, 
philosophical, allegorical and social implications. 
A number of other comparatists have made import-
ant contributions related to other substantial topics, 
mainly focused on celebrated traditional Chinese 
novels such as Huna-lou mena ^ 沙 身 [ T h e Dream of 
the Red Chamber], Hsi-yu chi, Ju~lin wai-shih 
/^ f ^ [The Scholars], and so on. However, the 
approaches these scholars take vary, and these 
approaches not only reveal the essence of these novels 
from different angles, but also represent various 
tendencies in Chinese-Western narrative studies. 
These tendencies can be tentatively categorized as 
followings: 
A. Simple study about the similarities and 
differences of Chinese-Western narrative 
devices. 
B. Narrative study as a bridge to cross some 
Chinese-Western social, cultural or psycho-
logical gaps. 
C. Narrative study as a point of departure for 
other theoretical studies such as archetypal 




and mythological approaches. 
After examining all these categories, we find 
that Chinese-Western narrative studies provides us 
with a "theoretical framework" both "concrete" and 
"compatible". "Concrete" in the sense that all these 
articles have focused on "narrative devices" ； "Compat-
ible" because they have taken a "multi-dimensional" 
strategy which is mutually complementary. 工 will 
illustrate these ideas below with an ample number of 
examples from the TKR. If, as I have suggested, the 
main feature of Chinese-Western thematology is 
"concreteness with compatibility", that of Chinese-
Western narratology is "compatibility with 
concreteness". The emphasis is on the latter--"com-
patibility"--when archetypal and mythological 
approaches are employed to explore social, cultural or 
psychological problems presented by Chinese-Western 
texts. Most TKR articles are based on this "multi-
dimensional" strategy. 
Sherman Han's "The Comic Devices in Hsi-vu Chi" 
can be considered as a representative of category A 
regarding the similarities of Chinese-Western narra-
tive devices.9 At the very beginning of his essay, Han 
asserts: 
Hsi-vu Chi is no doubt one of the most popular 
comic works in classical Chinese literature. 
Strangely enough/ while many Chinese and Western 
literary scholars have studied its theological, 
philosophical, allegorical and social implica-
tions, very few of them have done an analysis on 
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its comic devices. (681) 
This insight throws much light on our topic: tradi-
tional Chinese literary scholars and Sinologist take 
care of the "content" implications--which can be 
theological, philosophical, allegorical or social--of 
a text. They lack interest, on the other hand, in the 
"form" aspects such as narrative devices, let alone do 
further research to differentiate the important 
distinctions from their Western counterparts in a 
comparative way. Here, Han gives us an example of a 
multi-dimensional study of literature, which is 
theological, allegorical, etc., but with a special 
focus on the "concrete" narrative devices--"comic" • 
devices• 
In "Sequels to the Red Chamber Dream; Observa-
tions on Plagiarism, Imitation and Originality in 
Chinese Vernacular Literature", Lucien Miller 球 资 丄 
illustrates some aspects of category A and B regarding 
both Chinese-Western narrative devices and the 
"bridge" to cross Chinese-Western gapsJ® Miller's 
purpose is to try to "understand the creative process 
in traditional Chinese fiction by studying imitative 
sequels to Red Chamber Dream• and before reaching his 
conclusions, he has to confront different concepts of 
Chinese-Western "imitation". "Imitation", of course, 
is a notoriously difficult term to pin down, all the 




tions as it is used by Chinese or Western scholars. 
Miller's focus is on the narrative device "imitation", 
but his intention——to understand "the create process 
in traditional Chinese fiction"--is a multi-dimension-
al one, which includes psychological, ideological and 
historical problems. 
L. & V. Sychov‘ s "The Role of Costume in Cao Xue-
Qin's Novel The Dream of the Red Chamber", illustrates 
category B in a clear way.” In this essay, the 
authors focus their attention on the costume descrip-
tions in The Dream of the Red Chamber, and take them 
as a narrative device with profound implications on 
both social and philosophical levels. Through its 
costume descriptions, according to L. & V. Sychov, the 
novel reveals the cultural secrets of ancient Chinese 
society and philosophy to contemporary readers both at 
home and abroad. Another two examples for this 
category B are John D. Coleman's "With and Without a 
Compass: The Scholars, The Travels of Lao Ts'an 
jk^ and the Waning of Confucian Tradition During 
the Ching Dynasty", and Hsia C[hih] T[sing] 's 
"The Scholar-Novelist and Chinese Culture: A Study of 
China Hua Yuan [ 棒 裝 f 本 T h e former finds two 
different value systems represented by The Scholars 
and The Travels of Lao Ts'an through discussing their 
narrative ,devices and stylistic aspects； the latter 
discusses the changing attitude of Chinese intellec-
tuals during the crucial period of the late Ch•ing 
"V 
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Dynasty by exploring the genre “scholar-novel“ and its 
narrative features. 
Many examples from category C are found in the 
TKR; Frederick P. Brandauer‘s "The Hsi-Yu Pu 76 
[Supplement to Hsi-yu chi] as an Example of Myth-
Making in Chinese Fiction", Karl S. Y. Kao's 急 寺 身 
"An Archetypal Approach to Hsi-yu Chi"^^ and Hwang 
Mei-shu* s "Chia Pao-yu: the Reluctant Quester"^^ are 
representative examples. Essays in this category have 
some common features. Most of their authors are 
interested in a certain critical theory, for instance, 
archetypal study, mythology, etc., and they use an 
analysis of narrative devices as a springboard to jump 
from the Chinese text to the Western theory in order 
to reveal hidden dimensions of the text as well as the 
theory. 
Such a research strategy illustrates that "narra-
tive devices" analysis is nothing but a point of 
departure in providing a common ground through affin-
ity or parallel studies, for both text and theory and, 
at the same time, the East and the West. Narration is 
a basic phenomenon in human society, even though 
different nations may have different narrative tech-
niques and theories. In any case, it would seem that 
affinity or parallel studies fit narratology best. 
Obviously,, the above-mentioned three categories have 
their respective emphases: category A focuses on 




strategy"； category B focuses on "multi-dimensional 
strategy" while discussing narrative devices； and 
category C focuses on a special "multi-dimensional 
strategy"--"multi-theoretical strategy"• 
Many other examples can be found in addition to 
those cited from the TKR. For instance, Chou Ying-
hsiung's Chinese-Western fiction studies can be 
regarded as a typical case of purposely using the 
"multi-dimensional strategy" to resolve affinity or 
parallel methodological confusions. In fact, as we 
have mentioned in Chapter Two, Chou "presents a three-
dimensional theoretical framework--structural, thema-
tical and historical--in order to illustrate the 
nature of the texts he compares" (See above, page 72) • 
For instance, in his "Meng-chiao-kuan yu li-erh-wang" 
诱 t 嫂 4 竭 § r stubborn Teacher and King Learl, he 
throws new light on the old problem of explaining the 
nature of "Chinese Tragedy". 
To sum up: Chinese-Western thematology and 
narratology not only go beyond Yip's "models" theory, 
but also beyond the fallacy of "methods adopted" and 
methods created"• The success of Chinese-Western 
thematology is mainly due to its "concreteness" and 
the success of Chinese-Western narratology mainly due 
to its "compatibility". Both "concreteness" and 
"compatibility" are essential elements to make any 
Chinese-Western "theoretical framework" workable. 
In my opinion, Yip's "models" theory helpfully 
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provides Chinese-Western comparatists with a hope to 
escape the methodological trap they confront. On the 
other hand, the theory itself has its practical 
limitations, especially because it is difficult to see 
how it can be usefully or directly applied to any 
specific research topic. We can take Yip's theory as 
a good point of departure, but we might also try to 
find an even more suitable kind of "theoretical frame-
work" . There is a need for more "concrete" and 
"compatible" research tools to achieve our academic 
ideals, by providing acceptable solutions to the 
troublesome methodological confusion we face. In 
other words, in order to solve these troublesome 
problems,, Yip's theory is not enough, though it offers 
us one possible direction toward the solution. 
Chinese-Western thematology and narratology 
studies are pioneering examples of what might be done 
through comparative approaches by way of methodologi-
cal justification to achieve the great ideals of 
mutual understanding between East and West. We can 
confidently expect to see more such examples in other 
areas through future endeavours made by Chinese-
Western comparatists on both sides of the Straits and 
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Yuan Heh-hsing 盖 終 押 • "Middle of the road" is a 
crucial aspect of ancient Chinese philosophy and it is 
equally important to the "Chinese School" as well as 
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1984)； Duncan M. Campbell, "The Techniques of Narra-
tive: Mao Tsung-kang and The Romance of the Three 
Kindoms,“ TKR 16.2 (Winter 1985): 139-61. 
9 Chinese scholars tend to pay more attention to 
the similarities found in comparing Chinese and 
Western narrative devices. Han's essay is just one 
example out of many. 
10 Foreign scholars seem more likely to study the 
differences of Chinese-Western narrative devices 
rather than the similarities. See, for instance, 
Lucien Miller, "Sequels to the Red Chamber Dream," T M 
5.2 (October 1974): 187-215. 
11 L. & V. Sychov, "The Role of Costume in Cao 
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"The Scholar-Novelist and Chinese Culture: A Study of 
China Hua Yaun,“ TKR 5.2 (October 1974): 1-32. 
Frederick P. Brandauer, "The Hsi-Yu Pu as an 
Example of Myth-Making in Chinese Fiction," TKR 6.1 
(April 1975): 99-120. 
Karl S.Y. Kao 杰f 身，"An Archetypal Approach to 
Hsi-vu Chi," TKR 5.2 (October 1974): 63-97. 
15 In Chou•s recently published book, Hsiao-shuo 
li-shih hsin-li nen-wu 小 位 � 之 � / : r � （ 份 
[Fiction, History, Psychology and Character], such a 
strategy appears to be even more salient than before. 
The title itself indicates that the author‘s endeavour 
is to reach a multi-dimensional understanding--fic-
tional , historical, psychological and character-
oriented--of the texts, by mainly focusing on narra-
tive devices. This book contains sixteen articles 
with a large spatial and temporal spectrum dealing 
with diverse texts, Chinese and Western, from the 
early tradition to contemporary Chinese fiction. A 
substantial portion of this book follows the strategy 
mentioned above. The "multi-dimensional strategy" 
deals with a very specific topic--narrative devices--
although it may also relate to much higher and broader 
dimensions. 
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During the past two decades, Chinese-Western 
comparative literature studies have witnessed a 
remarkable development in Taiwan, Hong Kong and 
Mainland China. Chronologically speaking, as an 
academic discipline--at least in its external fea-
tures--it first appeared in Taiwan, then developed in 
Hong Kong and, finally, flourished in Mainland China. 
The fact that the then President of the Chinese 
Comparative Literature Association (CCLA), the late 
Professor Yang Zhouhan, was also appointed as a vice-
president of International Comparative Literature 
Association (ICLA) in 1984, illustrates that Chinese-
Western comparative literature studies has come of age 
in the international community of comparatists. 
Generally speaking, there have been three stages 
in its development: during the 1970s, the first 
decade, Chinese-Western comparative literature studies 
was in an experimental stage. Comparatists enthusi-
astically and bravely explored every realm which they 
thought might be included in their academic endeav-
ours. From the T M publications in the 1970s, espe-
cially from 1970 to 1975, we can find quite a few 
articles more inspirational than academic, some not 
entirely relevant to the comparative literature 
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discipline.1 Meanwhile, many eminent scholars in the 
West became interested in this new Chinese-Western 
orientation and made important contributions to its 
development. Harry Levin, Douwe W. Fokkema, Andre 
Lefevere and A. Owen Aldridge, to name only a few.^ 
After this initial stage, Chinese-Western com-
parative literature studies moved into its second 
stage, which was a more focused one. During the 
1980s, generally speaking, Chinese-Western compara-
tists, especially those outside of Mainland China, 
focused their attention on the "application" problem. 
They made some fruitful contributions to the develop-
ment of the discipline and, at the same time, met 
strong challenges. A certain theoretical and methodo-
logical confusion began to emerge and Chinese-Western 
comparatists have been trying hard to find some kind 
of solution to this crucial problem, both practically 
and theoretically. One of the most recent endeavours 
was made by Cecile Chu-chin Sun ^f^ 候 ， w h i c h 
appeared in 1988 and will be discussed in detail later 
in this Afterword. 
The 1990s may be a decade for comparatists to 
reexamine their theoretical foundations in order to 
build better structural "solutions" to these problems. 
Furthermore, once people review methodological prob-
lems from' a wide theoretical angle, they will find 
that all the problems are fundamentally hermeneutical. 
The practice of avoiding or taking a detour around 
、 
1 5 9 
these problems has already been taken by some individ-
uals. However, this is not enough. In the 1990s,, 
comparatists should work toward ways of combining the 
issue‘s three-levels together--methodological, 
hermeneutical and idealistical--and resolve them on an 
in-depth level. 
This endeavour is very demanding and difficult. 
In the early and the mid 1970s, some Chinese-Western 
comparatists like Wai-lim Yip, Yuan Heh-hsiang t U f n 
and John J. Deeney, had already touched upon this 
problem on a theoretical level: Yip formulated his 
theory of "models" ； Yuan made contributions to the 
clarification of fundamental concepts regarding 
Chinese-Western comparativisiti ； and Deeney described 
his "new orientations for comparative literature" with 
a special emphasis on the "Chinese School". 
We have discussed Yip»s "models" theory in detail 
in Chapter Four. In these concluding pages, we are 
simply going to analyse some of Yuan‘s endeavours 
toward clearer definition and Deeney ‘ s new orientation 
ideas, in order to provide some useful background for 
possible future directions. I consider this useful in 
presenting a clearer picture of present theoretical 
achievements regarding Chinese-Western comparative 
literature studies as well as in anticipating some of 
the possibilities for its development. 
Yuan seems to heave a weary sigh as he describes 
the complex nature of the topic: 
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In our search for possibilities, we face an 
irreducible challenge. Like the medieval knights 
(if knights we be) , we have been shown the Grail, 
veiled in the mystery of cultural peculiarities, 
philosophical biases, personal habits, methodo-
logical uncertainties and many other unpredict-
able elements, now we must unveil them. (24) 
Here, we may notice that all the elements which veil 
the ideal Grail are either hermeneutical or methodo-
logical problems: cultural peculiarities and philo-
sophical biases belong to the former, while personal 
habits and methodological uncertainties can be said to 
belong to the latter. In Yuan‘s opinion, the first 
step in unveiling these elements is to define or re-
define some fundamental concepts in a clear way. In 
other words, his primary concern: 
is with three questions: (a) What do we compare? 
(b) How do we compare? (c) What possible results 
do we expect? 
The first question demands the setting forth 
of a definition; the second requires the formula-
tion of proper methodology; the third anticipates 
certain demonstrable achievements. The close 
relationship between these three questions is 
such that any answer to one inevitably affects 
that of the other, and that the successful find-
ing of one answer would eventually lead to those 
of the other two and, subsequently, guide the 
comparatists of both the East and the West to a 
new horizon of their discipline" (1) • 
Here, Yuan relates methodology and ideal to defini-
tion, and regards "definition" as the most fundamental 
item on the comparatist's agenda. After scrutinizing 
different approaches and opinions about Chinese-
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Western comparative literature studies, he provides us 
with a working definition as follows: 
We can certainly say that, in the above sense, 
East-West comparative literature is a branch of 
literary study which compares literary works of 
both the East and the West beyond the confines of 
national boundaries, seeking mutual understanding 
through exchange and comparison of ideas, denying 
not the uniqueness of a national tradition but 
giving its manifestation a new dimension and 
making comparative literature a universal medium 
of coiranunication. (21) 
A. Owen Aldridge makes the following comment on Yuan's 
definition: 
Yuan Is special concern is to determine whether or 
not it is possible to arrive at a definition of 
"Comparative Literature East-West," and his major 
contribution consists in successfully formulating 
a working definition, if not an absolute one. 
One can hardly challenge the statement [Yuan's 
definition as quoted above]• 
Significantly, this definition speaks of 
comparing individual works of the East and the 
West rather than comparing the two cultures. 
Indeed comparative literature East-west at its 
best consists of treating the art of written 
communication with appropriate examples drawn 
from the two hemispheres. It is not primarily a 
medium of communication which resemble each 
other. ("Foreword" viii) 
Yuan‘s definition and Aldridge‘s explanation seem to 
emphasize that Chinese-Western comparative literature 
studies is primarily a special medium for universal 
communication. Thus, it compares ideas of different 
cultures and seeks mutual understanding. This "work-
ing definition" mainly answers the first question of 
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"What do we compare?" and the third question of "What 
possible results do we expect?" At this point, we can 
recall Wai-lim Yip's "models" theory as an answer to 
the second question of "How do we compare". Here, 
Yuan, consciously or unconsciously, combines ideas and 
ideals, purposes and targets, together. This defini-
tion is not only for definition's sake, but also 
clears the relationship between one's point of depar-
ture and final destination. 
Yuan‘s definition talks about objects (what to 
compare) and results, while Yip's "models" theory 
deals with research methods (how to compare)• On the 
other hand, Deeney‘s "new orientations" also suggests 
certain perspectives for the "Chinese School". In his 
New Orientations for Comparative Literature. Deeney 
presents the idea of a "Chinese School" for compara-
tive literature, complementary to the "French School" 
and the "American School". In his original English 
manuscript version, Deeney asserts: 
We make bold to suggest an ideological alterna-
tive to predominantly Western thinking about 
Comparative Literature and, since the idea orig-
inates from scholars interested in Chinese and 
Comparative Literature, we call it the "Chinese" 
School of Comparative Literature. This Chinese 
School might be better termed, the "Middle-of-
the-Road" School, but the national nomenclature 
better fits the already established pattern of 
French and American Schools. In fact, this 
Chinese School of thought is still in the process 
of b'eing established, so that what follows is 
more a tentative setting forth of an ideological 
manifesto of goals and guidelines rather than a 
neat set of declarations formulated by experience 
and tested by history. • • • 
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Taking its cue from the ancient Chinese 
philosophy of avoiding extremes, this school of 
thought is a counter-alternative to the two 
prevailing schools of comparative literature 
thinking which developed in the West； namely, the 
French School and the American School. Fully 
aware of the historical development of Compara-
tive Literature in the West, the Chinese School 
acknowledges and utilizes the good points of both 
schools while it eschews their aberrations. In 
a typical Oriental compromise, it travels down 
the middle of the road, gaining what it can from 
both sides while not being deterred from its own 
fixed direction according to the important goals 
it has set for itself. It moves progressively 
from national self-identification, to a broader 
regional cultural awareness, to a "Third World" 
association with neglected or emerging litera-
tures ,to a world-wide comprehensiveness in scope 
and, finally——howsoever idealistically--to a 
universal integration of all literatures in their 
complex relationships. The Chinese School is not 
trying to assume a leadership role and set up a 
rival camp by enticing disillusioned members out 
of the French or American Schools into an Eastern 
literary bloc; neither is it suggesting a prolif-
eration of more Comparative Literature schools 
under their respective national flags. On the 
contrary, the Chinese School is simply offering 
its experience and insights as a possible para-
digm or alternative way of evolving one's Com-
parative Literature thinking. (265-66) 
Obviously, Deeney‘s opinions are quite different from 
Yuan丨s "communication" statements. In Deeney‘s 
opinion, Chinese-Western comparative literature 
studies, which will finally evolve into a "Chinese 
School", is basically something contrary to the 
prevailing "European-oriented" comparative literature 
tradition. In other words, the "Chinese School" is 
both a challenge and a complement to the dominant 
"European-oriented" tendency. 
Both Yuan and Deeney have made important contri-
butions to Chinese-Western comparative literature 
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studies in its early stages, but they both seem to 
sidestep the troublesome methodological problem when 
they try to set a clear definition and new orienta-
tion. 
In the mid 1980s, Cecile Chu-chin Sun, in her 
"Problems of Perspective in Chinese-Western Compara-
tive Literature Studies", meets the methodological 
issues head on and starts off by discussing them from 
a historical point of view: 
During the past twenty years or so, there have 
been two common types of Chinese-Western compara-
tive literature writings which seem to have been 
written without much recognition as to: 1) what 
comparative literature is about and 2) the unique 
role of Chinese-Western comparative literature in 
the field. The failure to identify clearly the 
relevance of Chinese literature in the overall 
context of comparative literature is, essential-
ly, a problem of perspective. 
Then, Sun elaborates on these two types in detail and 
clarifies her classifications• 
The first type of perspective is what I would 
describe as the myopic school of comparison. It 
is characterized by an over-emphasis on surface 
and random aspects of the works compared. The 
cultural contexts and literary conventions are 
seldom taken into account, in order to render the 
similarities tenable. The main purpose of this 
type of comparison is to claim that, after all, 
Chinese literature is not all that different from 
Western literatures. 
The second type, on the contrary, is caused 
by a' quite different problem in perspective. 
Instead of looking at the surface phenomenon of 
the literary works in a piecemeal fashion, its 
primary purpose is to apply Western theories and 
methodologies, particularly those of the 
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structuralist and post-structuralist persuasions, 
to Chinese literature, often in a wholesale 
fasion. In contradistinction to the myopic 
comparison, 工 call the second type, the 
hypermetropic school, not so much for its ten-
dency to see a remote literature better, but 
because of its preference for critical theories 
from the distant West, as if they were ways of 
approaching Chinese literature. In this case of 
defective "farsightedness, “ the problem of per-
spective is two fold: 1) shifting the focus from 
comparing literature to applying literary the-
ories, and 2) looking almost exclusively to the 
West for the critical tools to study Chinese 
literature. (532-33) 
Clearly, Sun•s focus is on perspectives. Her dichot-
omy between the myopic school and hypermetropic school 
is not far from my "methods adopted" and "methods 
created" terminology, but with a slightly different 
theoretical emphasis. In my understanding, the 
"methods adopted" is more about perspective while 
"methods created" is directly concerned with methodol-
ogy. 
From Yuan and Deeney to Yip and Sun, we discover 
that the attention of these comparatists shifts from 
definition to orientation and from model to perspec-
tive. During the past two decades, these scholars 
have focused their attention on the most troublesome 
problems and pursued them vigorously. Without further 
breakthroughs about the four issues brought up by 
Yuan, Deeney, Yip and Sun, it will be difficult for 
Chinese-western comparative literature studies to 
continue pressing forward and breaking new ground. 
And in order to resolve these problems, we must test 
X 
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them in the larger context of methodological, 
hermeneutical and idealistical considerations. 
The 1990s will be a crucial decade for Chinese-
Western comparatists. All our co*****lleagues in the 
field should continue to investigate the problems I 
have touched upon in this thesis (and other problem 
areas) , in a resolute and pluralistic way. 工 sin-
cerely hope that this thesis will, in its own small 
way, have contributed toward a clarification of the 
theoretical and methodological problems as well as a 
more acceptable resolution of the serious challenges 
facing Chinese-Western comparatists. 
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NOTES 
1 For instance, Hsia C[hih] T[sing]，s two critical 
essays on Crabbe‘s poetry, published in the early 
issues of the TKR, have nothing to do with comparative 
literature. See Hsia C[hih] T[sing], "Crabbe's 
Poetry: Its Limitations," • 1.1 (April 1970): 61-77; 
and "Pope, Crabbe and the Tradition," • 2.1 (April 
1971): 51-97. 
2 As early as the mid 1970s, some of these eminent 
scholars published, in the their general encour-
agement as well as a few admonitions for Chinese-
Western comparative literature studies. See Horst 
Frenz, "East-West Literary Relations: Outside Looking 
in," T m 6.2-7.1 (October 1975-April 1976): 11-19； 
Harry Levin, "Toward World Literature," TKR 6.2-7.1 
(October 1975-April 1976): 21-30; Douwe W. Fokkeiaa, 
"Expressionism in East and West? Some Methodological 
Problems," T M 6.2-7.1 (October 1975-April 1976): 143-
5 7 . Furthermore, some of these scholars even took up 
certain Chinese-Western topics for their own investi-
gations; for instance, see A. Owen Aldridge, "Voltaire 
and the Cult of China," • 2.3-3.1 (October 1971-
April 1972): 25-49. 
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